Indian Paintings at Maharaja Pratap Singh Museum, Srinagar - A Historical Study by Bhat, Younis Iqbal
INDIAN PAINTINGS AT MAHARAJA PRATAP SINGH 
MUSEUM, SRINAGAR - A HISTORICAL STUDY 
ABSTRACT 
THESIS 
SUBMITTED FOR THE AWARD OF THE DEGREE OF 
Boctor of $|itlos;o|){|p 
IN 
HISTORY 
By 
YOUNIS IQBAL BHAT 
Under the supervision of 
DR. ISHRAT ALAM 
CENTRE OF ADVANCED STUDY 
DEPARTMENT OF HISTORY 
ALIGARH MUSLIM UNIVERSITY 
ALIGARH (INDIA) 
2008 
J;0 V 
Abstract 
Sri Pratap Singh. Museum (the formal name of the IVlaharaja 
Pratap Singh Museurn) established in 1898 is one of the leading 
museums of India. Its immensely valuable hordes are classified into 
specialised sections; Indian Archaeology- pre historic and historic; 
Numismatic collections, Indian Paintings, Kashmiri Arts and Crafts 
including the famous papier-mache, Armoury, Manuscripts (illustrated 
with pictures). Natural History, Fossils and Minerals, and the specimens 
of Wood and Metal crafts. Unfortunately adequate attention has not 
been paid by scholars to Sri Pratap Singh Museum's extremely rich and 
valuable collection. R.C Kak's book (1923) was concerned with 
archaeological and numismatic materials only. The miniatures preserved 
in the Museum have not been catalogued and their significance for the 
history of painting in Kashmir and surrounding regions has not been 
studied. 
The number of miniatures available at the Sri Pratap Singh 
Museum is quite large; and they represent some of the major schools of 
art, viz, late Mughal school, Rajasthani school, and Hill schools especially 
Jammu, Kangra and Basohli; and above all Kashmiri school (miniatures 
and banners, i.e., paintings on large format, backed by cloth). The 
miniatures in the Museum overwhelmingly belong to the period of 17* 
to 19**^  centuries. Only a few of these paintings have been studied by 
Karuna Goswamy and Francis Brunei. In the present thesis an attempt 
has been made to make a descriptive catalogue of all paintings on 
display at the gallery of the Museum. However, I could not study the 
paintings kept in the reserve gallery owing to some litigation over them. 
The present thesis is divided into three chapters. Chapter 1 offers a 
short account of the Sri Pratap Singh Museum, Srinagar and its collection 
of paintings. 
In chapter II a detailed study has been attempted to bring out 
historical development and the distinguishing features of paintings in 
Jammu and Kashmir till as late as the 20*^  century. It also provides the 
background of the regional schools to which the museum's paintings 
belong. It also contains information on the nature and evolution of the 
art of painting in Kashmir. Though Kashmiri painters worked in the 
Mughal atelier as early as Akbar's time, pre-lG**" century examples of 
Kashmir painting have not been found. In paintings of later days there 
are some characteristic features, discussed in this chapter by which their 
Kashmir provenance can be recognised. 
The Jammu region has also made a distinct contribution to the 
gallery of Pahari Paintings, which constitute a distinct chapter in the 
history of Indian art. Its religious and social background are sought to be 
brought out in the chapter. There are also notices of the Rajasthani and 
Pahari schools because the Sri Pratap Singh Museum contains paintings 
belonging to those schools as well. 
Chapter III comprises the catalogue of the banners and the 
miniatures of the Museum. It classifies the miniatures according to their 
affinities with particular schools, viz- the Mughal, Rajasthani, Jammu, 
Kangra and Kashmiri schools. The miniatures preserved in Sri Pratap 
Singh Museum, Srinagar are unsigned. Only on the basis of the variations 
in colour schemes, handling of brush and linear details, can they be 
classified in groups. The recurring theme of Rajasthani paintings 
(Baramasa) is that of love. The anonymous artists of Jammu school seem 
to be inspired by the legends of the Bhagvat Parana. The paintings of 
Kangra depict here nayikas with acumenship and cute touch, i them, 
even emotional renderings and sexual expressions are duly painted with 
details. The Basohli paintings are of Rasomanjari series based on the 
Bhanudatta's 15**^  century Sanskrit poem. Most of the Kashmiri paintings 
are Shavite in character, though Krishna Lila paintings also occur. 
Unfortunately none of the paintings with Muslim religious themes are 
currently accessible. 
INDIAN PAINTINGS AT MAHARAJA PRATAP SINGH 
MUSEUM. SRINAGAR ~ A HISTORICAL STUDY 
THESIS 
SUBMITTED FOR THE AWARD OF THE DEGREE OF 
Moctov of $i|tlofifopf)p 
IN 
HISTORY 
By 
YOUNIS IQBAL BHAT 
Under the supervision of 
DR. ISHRAT ALAM 
CENTRE OF ADVANCED STUDY 
DEPARTMENT OF HISTORY 
ALIGARH MUSLIM UNIVERSITY 
ALIGARH (INDIA) 
2008 
.»»'V"**'2^. 
T7150 
7^—iS^ CENTRE OF ADVANCED STUDY 
Department of History 
Aligarh Muslim University 
Aligarh-202002 (U.P.) 
Certificate 
This is to certify that the thesis ''Indian Paintings at Maharaja 
Pratap Singh Museum, Srinagar-A Historical Study" by Younis Iqbal Bhat is 
the original research work of the candidate, and is suitable for submission to the 
examiners and for the award of the Ph.D degree. 
Date: 07/04/2008 . 
Dr. Ishrat Alam 
(Supervisor) 
fB£Sl» 
CONTENTS 
Preface 
List of Plates 
Colour Plates 
Bibliography 
Page No. 
List of Figures iii 
IV 
IX Glossary 
Chapter I: Introduction 
The Maharaja Pratap Singh Museum and its Collections ^ 
Chapter II: Painting in Jammu, Kashmir and the Hills 14 
Chapter III: Catalogue of Miniatures and Banners 68 
in the Museum 
(a) Mughal School 68 
(b) Rajasthani School 72 
(c) Jammu School 83 
(d) Basohli School 99 
(e) Kangra School 111 
(f) Other Pahari Paintings 121 
(g) Kashmir School 134 
165 
PREFACE 
The Sri Pratap Singh Museum (the formal name of the 
Maharaja Pratap Singh Museum) Srinagar was established with the 
purpose of showcasing the art of Kashmir and the surrounding 
regions. The Museum contains perhaps the richest collection of the 
surviving works of the painters of Jammu and Kashmir. Only a few 
of the miniatures preserved in the Sri Pratap Singh Museum, 
Srinagar have been studied by scholars. So the purpose of this 
thesis is to offer a Catalogue of the paintings preserved in it, 
together with reproductions and a survey of the regional schools 
represented in the Museum's collection. 
I am greatly indebted to staff of Sri Pratap Singh Museum, 
especially to Department of Archives Archaeology and Museums 
(Jammu and Kashmir) for permitting me to get the photographs of 
the paintings from the Museum. After my submission of the thesis, 
the Committee of Advanced Study and Research, Faculty of Social 
Sciences, A.M.U, desired that I resubmit my thesis taking into 
account, the comments of the examiners. 
I am most grateful for these comments, since by carrying out 
the suggestions contained in them, I believe, my thesis should be 
much improved. 
In the light of his suggestions I have strengthened 
Introduction an explanation of what is meant by "historical study" 
and reinforcing the description of the growth of the collection of 
paintings in the Museum, while deleting the account of 
acquisitions of other works of art. I have now converted it into 
Chapter I. 
The previous Chapter II which contained a general account 
of the major schools of art has been deleted, since this was 
considered superfluous by the examiner. The old Chapter III is 
now made into Chapter II, and, as suggested by the examiner 
provides the background of the regional schools to which the 
Museum's paintings belong. 
In the Catalogue I have rechecked the dating of the 
individual paintings and I trust no further slip will be noticed. 
I am most grateful for Professor S.P. Verma, my first 
supervisor, and Dr. Ishrat Alam, who supervised it in the later 
stages, for the guidance they consistently gave me. Both of them 
gave me help during the revision of the thesis. I also benefitted 
from suggestions received from Professor Irfan Habib and 
Professor Shireen Moosvi. 
Younis Iqbal Bhat 
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Glossary 
Abhisarika nayika 'She who goes out alone to a t ryst ' often in 
rain and darkness. 
Asadh The fourth month of the Indian calendar 
equivalent to June-July. 
Asarh-Saptami 7"" of the fortnight of Asarh 
Asoja (Asin) T h e s e v e n t h m o n t h of t h e I n d i a n 
c a l a n d e r e q u i v a l e n t to S e p t e m b e r -
O c t o b e r . 
Astanayika The eight nayikas (types of women in love) 
Asura Demon 
Avatara Incarnation of a deity, especially Vishnu 
Ayudha Weapon; Emblem 
Baisakh The second month of the Indian calendar 
equivalent to April-May. 
Baradari An open arched summerhouse, for use in 
the hot whether. 
Bazuband (Kara) A bracelet, an armlet. 
Bhadon The sixth month of the Indian calendar 
Equivalent to August-September. 
Chait The first month of the Indian calendar 
equivalent to March-April . 
Chamor Fly whisk 
Chaurapanchasika 'Fifty stanzas of Secret Love'. A poem in Sanskrit by 
IX 
Kashmiri poet Bilhana celebrating a poet's intrigue with 
a king's daughter 
Chitragara Picture halls 
Devi 'The goddess ' , wife of the god Shiva. She 
is known by variety of names, which refer 
to her various manifestations, or at tr ibutes. 
Dhoti A cloth worn round the waist and passing 
between the iegs; loincloth. 
Dhyana Meditation; undistracted attention 
Dhyana-murtis conceptual form. 
Diwan A royal court; tribunal of justice or 
revenue; a council of state, senate; an 
account book; a muster roll or military pay 
book; a collection of poems in alphabetical 
order 
Doha Couplet 
Gaddi Shepherd 
Garuda Mythical king of the birds and Vishnu's 
mount; with head, wings, talons and beak 
of an eagle and body and limbs of a man. 
Gauri-Tritya 3"^ of bright fortnight of Magh. 
Gompa Monastery 
Gopi A cowgirl or milkmaid 
Gulal Red powder 
Huqqa a type of pipe in which the tobacco is 
(Hookah) smoked through water 
Jama A garment, robe, vest, gown, coat, stuff 
for a dress 
Jeth The third month of the Indian calendar 
equivalent to May-June 
Kalamdan Pen case 
Kamadeva 
Kamgars 
Kanphata 
Kari Qalamdani 
Karkhana 
Kartik 
Katib 
Khanazad 
Khatam bandi 
Khushnavi 
Krishna Lila 
Krula pacch 
Kurma 
Lala Rookh 
God of love 
Decorators and floral designers 
A'spl i t -eared ' Shaiva ascetic distinguished 
by the wearing of large black ear-rings 
Pen casework. 
Ateliers 
The eighth month of the Indian calendar 
equivalent to October-November 
Scribe 
"House born"; the son of a slave/servant, 
usually employed for second generation 
imperial officers, thus implying some 
status. 
Ornamented ceilings 
A calligraphist 
Sports or dalliances of Krishna particularly 
his amours behaviour with R 
Radha and the female cowherds. 
Miniature of Hindu god presented by one 
person to another on first Navratra as New 
Year greeting. 
Crocodile 
'Perris of Paradise ' , Tulip cheeked 
Laya 
Maddat 
Magh 
Mahasurmardhani 
Rhythm in music. 
Extensions 
Eleventh month of the Indian Calendar 
equivalent to January-February 
Bull form of demon. 
XI 
Mandala A circular form of diagram used for 
concentrating and focusing cosmic and 
psychic energy.. 
Mantra 
Markhur 
Matsya 
Mavara-un-nahar 
Nadir-ul Asr 
Symbolic evocative sound and word of 
spiritual power 
'Serpent eating Goat ' 
Fish incarnation of Vishnu 
Transoxiana (The country beyond river 
Oxus) 
"unequalled of the age" Title awarded to 
scribe at Mughal court 
Naqqash 
Naqsh 
Nastaliq 
Nayaka 
Nayika bheda 
Nayika 
Nechipatra 
Panjras 
Patka 
Pausha 
Phalguna 
One who makes floral decorations on paper 
or wood etc. 
Floral decoration 
A kind of Persian writing (or characters) 
Lover or gallant classified according to his 
conduct and relationship with women. . 
Showing the beloved in various moods 
A damsel; A women in love classified 
according to her conduct and relationship 
to a nayaka. 
Almanac 
Lattice window, cage, dove-cot. 
Waistband 
The tenth month of an Indian calendar 
equivalent to December-January 
The twelfth month of an Indian calendar 
equivalent to February-March 
XII 
Pheran Long loose garment reaching the ankles 
Qalam Pen, brush; hence by usage a style or 
school of painting 
Qit 'a Division 
Rasa lila The circular dance of Krishna with the 
gopis. 
Saras Melody, Antigone antigone, the slate 
coloured saras crane, said to pair for life, 
and hence a symbol of devoted love 
Sarpesh Turban ornament 
Shastra Code 
Sawan The fifth month of the Indian calendar 
equivalent to July-August 
Sharada A polished variety of the takri script used 
mainly in Kashmir 
Shesha (Sesa) The serpent deity 
Shirin Qalam "Sweet Pen". Title awarded to scribe at 
Mughal court 
Shishir Cold 
Suratgari Figural drawing 
Svara Diatonic note in music. 
Laya Rhythm in music. 
Tabaan turash Window cutting 
Takri A cursive alphabet used for writing 
dialects in the Punjab Hills 
Tantric Hindu 
Thakurkuth Room in a Hindu house for puja (worship) 
Thikanas The feudatory baronies owing allegiance to 
the principal Rajasthani Kingdoms 
xui 
Tika (Tilak) 
Torana 
Toshakhana 
Sectarian mark mainly applied to the 
forehead 
Railing; gate or archway at a temple or 
stupa 
Store-room, Treasury 
Ustad Master 
Utka nayika 'She who waits patiently at a tryst ' 
Vairocana 
Vina 
Yaksas 
Yantra 
One of the five divine Buddhas of 
Mahayana Buddhism 
The classical stringed instrument of Indian 
music often with two gourd resonators. The 
strings are plucked with the fingers. 
A class of semi-divine beings 
Device, machine; geometrical 
representation of a deity 
tB5St« XIV 
Chapter I 
The Maharaja Pratap Singh Museum and its 
Collections 
The Sri Pratap Singh Museum (to give its correct formal name) contains 
perhaps the richest collection of the surviving works of the painters of Jammu and 
Kashmir. In March, 1898, General Raja Amar Singh and Captain S.H. Godfrey 
submitted a memorandum to the Maharaja proposing the establishment of a 
Museum to be located in Srinagar for the preservation of the antiquities and 
artifacts of Jammu and Kashmir state including its dependencies of Ladakh, 
Baltistan and Gilgit. The suggestion that the state might support the Museum with 
gifts from the state toshakhana in Jammu and Srinagar, was agreed to by the Ruler 
and the princes of the ruling family. Consequently, a good number of antiquities 
including the shawls, articles of household, paintings, illustrated cloth banners and 
the arms and armoury, etc., became the core of the collection of the Museum. 
Later, with the cooperation of various art connoisseurs, the Museum developed 
considerably, and was housed in the Lalmandi (Srinagar). This building was 
earlier one of the residential palaces of the Maharajas, situated on the left bank of 
river Jhelum, one and half kilometers from the present Tourist Reception Centre. 
The Museum is still in the same premises, the construction of a new 
building for it, began last year (2007) will be completed soon. 
The first renovation of the Museum took place in 1900. Daya Ram Sahani 
(the veteran archaeologist) and R.C. Kak (Curator of the Museum in 1920) helped 
to enrich its collection. They also began to document the Museum's treasures. 
Initially the Museum had a meager collection but when in 1913 the State 
Archaeology Department was reorganised under the supervision of Daya Ram 
Sahani, the first trained archaeologist, it began to develop. A policy of exploring 
and acquiring important documents of Indian art was initiated and earnest effort 
was made to expand the collection of the Museum, leading to the purchase of 
several interesting miniatures. But the collection has not been brought to the notice 
of scholars till now. Scientific excavations were carried out in the state, which 
brought to light a number of archaeological sites of the Valley. The finds of 
historical sites of Pandrethan, Avantipura, Parahaspura, Ushkar, Devesar, Verinag 
Bijebehara (Vijabror), Harwan and other places found their place in the Museum. 
There are a number of other items that were purchased by the Museum. A few 
artifacts acquired by the police, too, were handed over to the Museum. R.C. Kak, 
who prepared a register of the finds, also published a Handbook of Archaeology 
and Numismatics Section of the Museum in 1923. Dr. Sheikh Mohammad Iqbal 
(Ex Director, Research and Museums, J&K State) reprinted the same handbook in 
1977. No further documentation appears to have taken place in the museum since 
1947. A project by UNESCO to revive and restore the Museum is also faltering 
over various hurdles being created. 
The Pratap Singh Museum is now one of the leading museums of India. 
There are separate sections of Indian Archaeology - prehistoric and historic; 
Numismatic Collection; Indian Paintings, Kashmiri Arts and Crafts including the 
famous papier-mache, Armoury, Manuscripts (illustrated with pictures). Natural 
History, Fossils and Minerals, and Specimens of Wood and Metal crafts. 
Karuna Goswamy opines that painting could have started being produced in 
Kashmir soon after the introduction of paper, which are difficult to date, because 
of their folk based and highly conventional nature.' 
There are six illustrated manuscripts on Kashmiri paper in Cultural 
Academy Srinagar library (manuscript section). They seem copies of Persian or 
Mughal books. These are of mid IQ"" century.^ In addition Academy had an album 
of more than 60 miniatures all of them on Kashmiri paper. 
The Kashmiri miniatures of IS'*" - 19^ centuries are also preserved in 
different museums of the world."* The paintings of this period had direct impact of 
European influences, and seemingly constitute a version of the so-called 
' . Karuna Goswamy, Kashmiri Painting: Assimilation and Diffusion: Production and 
Patronage, New Delhi, 1998, p. 25. 
^. Parvez Dewan, Jammu, Kashmir and Ladakh, New Delhi, 2004, p. 331. 
^ . I was able to consult the album of more than 60 miniature paintings, through the help 
of Mr. Ghulam Rasool, in charge. It is interesting to note that some of the miniatures 
from Kashmiri School have been done on ivory. 
^ . For detailed discussions see Karuna Goswamy, Kashmiri Paintings, New Delhi, 1998. 
"Company School".^ Artists influenced by British traditions or working for British 
artists, painted miniatures on Kashmiri paper, using Kashmiri themes, but 
stylistically very European.^ British artists also portrayed the scenic beauties of 
Kashmir. 19"^  century British artist William Carpenter, who visited Kashmir in 
1850's selected subjects for the Royal Academy Paintings of India. The works 
bore such titles as "Cashmere women buying vegetables on the banks of the city 
lake" etc. Some of these paintings are now preserved at Victoria and Albert 
Museum, London. 
The majority of the collection of paintings preserved in Sri Pratap Singh 
Museum, Srinagar were collected from time to time through purchasing by 
Department of Archives Archaeology and Museums (Jammu and Kashmir) and 
Curators of the Museum. The collection has since been developed and it may be 
hoped that in course of time it will become a more representative gallery of Indian 
miniature painting. 
^ . For Company paintings, see Mildred Archer, Company Paintings, Indian Paintings of 
the British Period, London, 1992. 
^ . Fran Nevile, Scenic 'Splendours of Kashmir Portrayal by Early British Artists', in 
India Perspective, May 2002, pp. 41-44; Giles Tilloston, The Artificial Empire: The 
Indian Landscapes of William Hodges, Richmond, Surrey, 2000, p. 68. see also PI. VIII 
of thesis. 
^ . India Perspective, May 2003, PP. 41 - 44. 
Of the assumed 135 leaves of the Rasmanjari series by the unknown 
painter, about 80 folios have survived. The largest group of these Rasmanjari 
painting is in the Dogra Art Gallery, Jammu, which has some sixty leaves. A small 
group is in the Sri Pratap Singh Museum, Srinagar, Kashmir. Twelve leaves are in 
the Victoria and Albert Museum, London and seven are in the Museum of Fine 
Arts, Boston. One of the last leaves is in the Cleveland Museum of Art and a few 
m private collections. Randhawa says the origin of these Rasamanjari series is 
Basohli. He ascertained from Padha Kunj Lai, a resident of the Basohli royal 
physicians and an informant of Thakur Kahan Singh Balauria, the Urdu Historian, 
that a group of paintings was presented by Padha Kunj lal to Bakshi Ghulam 
Mohammad, Chief Minister of Jammu and Kashmir, in 1956. Bakshi Ghulam 
Mohammad presented the whole group to the Dogra Art Gallery, Jammu. A few 
of these were later on shifted to Sri Pratap Singh, Museum Srinagar. For further 
examples of paintings from the Rasamanjari series retained in 1956 by Padha 
Kunj Lal were subsequently presented by him to Dr. Karan Singh of Jammu and 
Kashmir.'° 
The State of Jammu and Kashmir is known for its Basohli paintings all over 
the world. To bring the world famous Rasamanjari series of Basohli paintings 
.B.N. Goswamy and Eberhardt Fischer, Pahari Masters, Court Painters 
of Northern India,De\hi, 1997, p. 30-31. 
^ . W.G. Archer, Indian Paintings from The Punjab Hills, Vol. I, Delhi, 1973, p. 38. 
" .^ Ibid. 
within the reach of art lovers and common masses, a portfolio containing six 
colour plates was published by the Academy of Art Culture and Languages, 
Srinagar. These Rasmanjari paintings are discussed and illustrated by B.N. 
Goswamy in his work Essence of Indian Art'' 
The monograph written on Kashmiri paintings by Adamova and T. Greek, 
focuses exclusively upon illustrated manuscripts of Persian texts, as if nothing else 
were done by Kashmiri painters.'^ Linda Leach has discussed the Kashmiri 
painting in the Shah Jahan's reign and raises some thoughtful issues. Karuna 
Goswamy has examined a wide range of manuscripts and folios lying in 
collections all over world and has analysed them with greater care. The present 
study attempts to introduce the paintings, found in the collection of Sri Pratap 
Singh Museum, Srinagar. These belong to the different Schools of art, i.e., 
Kashmir school (book illustrations, album pictures and the painting on large 
format, backed by cloth) known in the collection of Sri Pratap Singh Museum, 
Srinagar (Jammu and Kashmir). 
" . B.N. Goswamy, Essence of Indian Art, San Fransisco, 1985, Plate No.'s: 90, 91, 127, 
149, 153 and, 219; See also M.S. Randhawa and S.D. Bhambri, Basohli Paintings of 
Rasamanjari, New Delhi, 1981, pp. 35, 41, Pis. 19, 23. 
'^  . A. Adamova, T.Greck, Miniatures From Kashmiri Paintings, Leningrad, 1976. The 
book deals with Kashmiri miniatures in Leningrad, which in 19'*^  century found its way 
to Russia, through Germany, The book is in Russian and has been translated as 
"Miniatures From Kashmirian Paintings". 
Among the paintings in the Museum's collection there is a large group of 
paintings that were painted on Kashmir proper. Because a comprehensive history 
of Kashmiri paintings is yet to be written, an attempt will be made in this thesis to 
provide a broader view of this history of painting in the Vale. Its relevance can 
well be understood, if one considers the fact that this collection has not yet been 
catalogued and unfortunately this rich treasure of Indian miniatures has gone 
largely unnoticed by the art historians, thus making it difficult to reconstruct a 
chronological history of the Kashmir school. The miniatures lodged in this 
Museum belong to the period between 17"' to 19''' centuries, and show both an 
impact of the Hill schools of painting and the incorporation of some traits of 
European art by the Kashmir school. 
Although no comprehensive survey has been done, it is generally accepted 
that the number of the extant Kashmiri miniature paintings is rather small and 
none of these belongs to a period earlier than the first quarter of the twentieth 
century or the last decades of the IQ'** century. Most of the paintings have been lost 
mainly because their owners sold them away at throwaway prices to foreigners. 
Some of the paintings found their way into the hands of some private collectors in 
India also. In this manner, a priceless treasure has been shifted to outside the state. 
The number of miniatures at the Sri Pratap Singh Museum is quite large; 
and these represent various schools of art, viz; Mughal School, Rajasthani School, 
and Hill schools especially Jammu, Kangra and Basohli; and of course the 
Kashmir school. In general, these miniatures form the part of the illustrated 
manuscripts and the albums. Special mention may be made of the pictures backed 
by cloth, which are large in size, measuring about 101x55cm. In general, the 
major part of the collection yet remains to be introduced. Karuna Goswamy has 
noticed one example of a picture backed by cloth of the Kashmir paintings 
available in the Sri Pratap Singh Museum, Srinagar, in her book Kashmiri 
paintings: Assimiliation and Diffiision; Production and Patronage. She is of the 
opinion that such large pictures evidently formed part of the torna arrangement, 
which may once have belonged to a door in some temple or a private shrine in a 
well-to-do Pundit household.''' For others this novel treasure of art remains untold. 
In addition, I need to say that the present study is just a beginning. 
Sri Pratap Singh Museum houses a few illuminated manuscripts in Persian 
including a copy of Firdausi's Shahnama. Some of these paintings are on display 
at the museum. These could not, however, be included in this catalogue for lack of 
official permission. Manuscripts of Kashmir provenance are also housed in several 
other institutions, which include Research Library, Kashmir University, and 
Cultural Academy and Archival Repository, Srinagar. 
There is unfortunately little information available on the Kashmiri painters. 
In fact, the information here is decidedly poorer even than, for instance, in the area 
of Pahari or Rajasthani paintings. The families from whose descendants much 
'^  Karuna Goswamy, pp. 25-26. 
information has come in the case of Pahari painting have no parallels in Kashmir. 
One may presume that a large number of artists and craftsmen had perished in the 
Zulju's invasion''* among them might have been some painters also. The mention 
by Abu'l Fazl of the Mulla Jamil, who was both a musician and a painter,'^ and a 
book of illustrations of the anatomy of the human body, the Tashrih bit Taswir, by 
Mansur b. Muhammad, in the time of Zain'ul Abidin'* are two individuals whose 
names have come down to us. Karuna Goswamy opines however, that Mansur 
may have been the author of the work and not necessarily its illustrator. We do 
have evidence of course of Kashmiri painters employed at the Mughal Court in the 
16* and early 17* centuries when we come upon the names among others of 
Kamal Kashmiri, Ismail Kashmiri, Muhammad Kashmiri, Haider Kashmiri and 
^* . Mohib-ul Hasan, Kashmir under the Sultans, Calcutta, 1 959, p.92. 
'^  . Abu'l Fazl, Ain-i-Akbari, tr• H. Blochman, rev. by D.C Phillot, rep. 
Delhi, I977.V0I. II,p.383. 
'^  . Mohib-ul Hassan, p. 91, 
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. Karuna Goswamy, p.60; For the Kashmiri painters at the Mughal Court, see also 
Lynda Leach "Paintings in Kashmir from 1600- 1650", in Robert Skeleton, Andrew 
Topsfield, Susan Stronge and Rosemary Crili, ed.. Facets of Indian Art, New Delhi. 
1987, pp. 124- 131. 
1ft 
Yaqub Kashmiri, painters evidently drawn from Kashmir, who worked on royal 
manuscripts like the Timur Nama, or the Babur Nama. Kamal Kashmiri also 
worked on the Ramayana painted for the Khan -i Khanan.'^ Hermann Goetz 
speaks of the Kashmiris as belonging to the second strongest group in Akbar's 
Studio. He also speculates about the painter Zain-ul Abidin whose name figures 
among the illustrators of the Khan-i Khanan's Ramayana, in Freer Gallery of Art 
Washington, also being possibly a Kashmiri as that name was hardly in use 
outside Kashmir.^" There is also a reference of painters like Mohammad Nadir 
Samarqandi in Kashmir who worked for Zafar Khan, during the reign of Shah 
Jahan, but epithet of his name suggests that he was from Samarqand and stayed 
later on in Kashmir. His paintings are published by Linda Leach in Facets of 
Indian Art.^' (Fig. VIII). So presumably local painters contacts might have been 
established with them. From the 17*^  and 18'*' centuries when we can begin tracing 
the development of Kashmiri Paintings in illustrated manuscripts, there are no 
names of artists whatsoever that are available we have by way of names of 
painters are those that lived much before back in the past. Bhidaka, is mentioned 
. S.P. Verma, Mughal Painters and Their Work; A Biographical Survey and 
Comprehensive Catalogue, Delhi, 1994, pp. 169, 184, 189, 199, 295, 340; See also Percy 
Brown, Indian Paintings under Mughals, 1550-1570, New Delhi, 1981, p. 149. 
'^  Karuna Goswamy, p. 60. 
°^ Ibid., p. 30 
'^ Lynda Leach, pp. 126, PI. 3. 
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as one of the craftsmen designing works at the asking of Rinchen Sangpo, while 
Hasuraja is mentioned by Taranath as the founder of the Kashmiri School.^ ^ 
Kashmiri painters of 18^ - 19'*' centuries do not seem to have been 
employed to work solely under particular patrons. Surprisingly enough, there is 
not one Kashmiri illustrated manuscript that can be surely associated with royalty, 
not one colophon that yields any information on the role of princely patronage of 
this art. No clear documentation is available but the spread is impressive. Karuna 
Goswamy supposes that itinerant painter groups from Kashmir regularly went out 
of the valley and took up casual commissions. These painters moved about the 
countryside as professionals engaged solely in the production of manuscripts, 
scripted, illuminated and illustrated on the spot, for such patrons as would 
commission them. '^' 
The chronology of Kashmiri painting as seen in illustrated manuscripts in 
not easy to establish. The materials are widely scattered and securely dated works 
from earlier than the 1S"' century are rather rare. But this does not have to lead to 
the conclusion that there was no work done in the 17'^  century or earlier, 
documents may well have been lost. 
^l Karuna Goswami, p. 58; W.T. Heeley, "Extracts From Tranath's History of 
Buddhism in India' in The India Antiquary, ed. JAS Burgess, IV, Bombay, 1875, P. 
101; Giuseppe Tucci, Trans Himalaya, (translated from French by James Hogarth), 
London, 1973 pp. 139, 142-143. 
" . Karuna Goswamy, p. XVI; For further details see chapter II. of the thesis. 
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Besides Kashmiri paintings, there are among Pahari paintings in the Sri 
Pratap Singh museum, individual masterpieces such as Rasamanjari of Basohli 
School, Baramasa paintings of Rajasthani School and Sudama series of an 
unknown Pahari School. There is hardly a clean inscription or colophon which 
states in clear when and by whom, where and for whom a painting or a 
commissioned series was completed. 
It may be summed up with the note that, in general, we find the 
conventional forms being adopted by the artists of the Kashmir school, both in the 
depiction of the human beings and the nature. In them, the lines appear simple and 
the colours are laid always flat. Further, in the presentation of the images of gods 
and goddesses, the icons are followed which make the images identifiable. 
There is no comprehensive survey of the miniatures preserved in the Sri 
Pratap Singh Museum, Srinagar that could serve as a work of reference. This 
creates much difficulty for scholars wishing to trace the antecedents of these 
miniatures, especially of the Kashmiri school. The catalogue attempts to fill the 
lacuna in respect of these paintings from different schools (up to the lO**" century). 
What is attempted in the present work is systematic description of the paintings 
and whatever biographical information can be assembled about these. 
The study is undertaken on historical principles, that is, a chronological 
framework has been adopted, and the mutual relationships of the regional schools 
studied historically. For this purpose, the regional schools concerned are studied in 
Chapter II. 
12 
Our catalogue contains notices of all the illustrated banners and miniatures 
in the collection of the Pratap Singh Museum. A number of miniatures are 
described here for the first time. These include mainly miniatures and a group of 
portraits, which are 17*^  to 19"^  century productions. 
In this catalogue the miniatures are arranged (as much as possible) in a 
chronological order. Each miniature is described with the name of the collection, 
accession number of the miniature, and the period and school to which it belongs. 
Along with the details of the paintings, their technique, style and theme are also 
described. 
It is hoped that the reproduction of these miniatures will help in a better 
understanding of the Kashmiri school of paintings. 
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Chapter II 
Painting in Kashmir, Jammu and the Hills 
PAINTING IN KASHMIR 
Pre-historic rock drawing discovered at the Neolithic site of Burzahom is 
the earliest known surviving example of art in Kashmir. A subsequent stage of 
development is represented by masterpieces of art in the shape of Harwan tiles 
(Fig. I) and Ushkar stucco figures. The Nilamata Parana (8"^  century A.D.) 
contains references to the existence of painting in ancient Kashmir. From the 7 -
S'** century onwards the school of Kashmiri art acquired distinct features. It 
assimilated some features of the Gandhara and Gupta schools and attained zenith 
during the time of Lalitaditya (725A.D - 735A.D) of the Karkota dynasty. The 
glory of Kashmir art sustained till the 10'^  - ll"^ century and its fame spread 
throughout the Himalayan region. However, no painting is known to have 
survived, which may fairly be said to have been executed before 11"" century. A 
rare exception is the painted book covers of the famous Gilgit manuscripts of 9"" 
' . Robert E. Fisher, "The Enigma of Harwan" in Pratapaditya Pal ed., Art and Architecture of 
Ancient Kashmir, Bombay, 1989, pp. 1-16. 
^ V. Kumari, The Nilamata Parana, Srinagar, 1973. pp. 109-11. 
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century.^ (Figs. II & III). The late Pandit Madhusudan Kaul in the course of his 
brief excavation in Gilgit in 1938 discovered these manuscripts along with a few 
others. Pandit Kaul published a short report on these manuscripts and other 
antiquities found in this excavation in the Quarterly Journal of the Mythic Society, 
Bangalore, Vol.XXX, pp. 1-12. The manuscripts under discussion seem to deal 
with Buddhist subjects."* 
Barrett and Gray observe, "A little earlier than the oldest Pala illustrated 
manuscript is a small group of Buddhist manuscripts written on birch bark, and 
more rarely palm leaf, from Kashmir, the wooden covers of which are illustrated. 
The technique and simple compositions are those of Eastern India, but the style is 
that of the 9^ and lO"* century bronze and stone sculpture of Kashmir. Only three 
of these wooden covers seem to have survived, but they make it clear that there 
was a distinctive school of miniature painting in Kashmir, as there was of wall 
painting". ^ 
. Karuna Goswamy, Kashmiri Paintings: Assimilation and Diffusion; Production and Patronage, 
New Delhi, 1998, p. 14; see also Pratapditya Pal, 'Kashmir and The Tibetan Connection' in 
Pratapditya Pal ed., Art and Architecture of Ancient Kashmir, Bombay, 1989, p. 133. 
. Pandit Madhusudan Kaul, Painted Wooden Covers of The Two Gilgit Manuscripts in The Sri 
Pratap Singh Museum, Srinagar (Jammu Kashmir) http://www.flonnet.coni/fl20017/stories/ 
20030829000206600.htm. 
^ Douglas Barrett and Basil Gray, Painting of India, Cleveland, 1963, p.54. 
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Pratapaditya Pal says even a cursory comparison of these illustrations, with 
the Los Angels illuminations and the Western Tibetan murals reveals strong 
stylistic differences. He also opines that Gilgit covers may well have been done 
locally or rendered further north. Neither in form nor in colour do they relate 
directly to the Kashmiri-Tibetan style.^ 
Even though no direct evidence of paintings of ancient Kashmir has 
survived, one can assume the existence of Kashmiri school of paintings from 
surviving murals and manuscript illuminations from Tibet as well as from 
neighbouring Pakistan, Afghanistan and from Central Asia where Kashmiri monks 
played important role in disseminating the Buddhist faith. 
As to the literary evidence, Kalhana says nothing about the art of painting 
in Kashmir. However, the painted images were used in Hindu rituals in ancient 
Kashmir is known from the Nilamata Parana, a text compiled in Kashmir around 
the 8* century A.D. Several passages in this text allude to such painted images: 
"In the month of Asadha, Kesavas (Vishnu's) statue, sleeping on the couch in the 
form of Sesa, should be made of stone, clay, gold, wood, copper, brass, silver or 
He may be painted in a picture."* 
' Pratapditya Pal, Art and Architecture of Ancient Kashmir, p. 133 
\ Ibid. 
*. Nilamata Purana, pp. 109-111; Pratapditya Pal, Art and Architecture of Ancient Kashmir, pp. 
134-35. 
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Furthermore, the text informs us that images of Kamadeva as well as of 
Indra and Sachi were painted on cloth, while the Buddha's birthday was 
celebrated, among other means, by adorning the chaityas with paintings.' 
According to Pratapaditya Pal, such references make it abundantly clear 
that as elsewhere on the subcontinent, painted images were frequently used in 
Kashmir by the Hindus. It is suggested that the author of the "Chitrasutra' of the 
Vishnudharmottarapurana were possibly the Brahmans of Kashmir, since the text 
in general is said to have been compiled in Kashmir. The canons and paradigms 
contained in this particular text therefore seem to have been based on the Kashmiri 
painting tradition. However, the primary evidence of the lost paintings of the 
Hindus and the Buddhists of Kashmir remains the murals and manuscript 
illuminations of Western Tibet. The art of Western Tibet is, thus, as significant for 
the study of Tibetan civilization as it is for the culture of Kashmir.'° 
It was under the Lalitaditya of the Karkota dynasty, that even more 
significant developments took place in respect of arts. There are numerous 
references that during his war expeditions (Digvijaya Campaign: A.D. 733 to 
A.D.747), it is said that he brought large number of art objects to Kashmir. It has 
. Nilamata Parana, pp. 422-23. 
'°. Pratapditya Pal, ed.. Art and Architecture of Ancient Kashmir, pp. 134-135. 
rightly been suggested that, Lalitaditya possibly had laid the foundation of a icind 
of art that linked Kashmir afresh with the rest of India." 
In the 15th and 16th centuries, Basgo was the capital of lower Ladakh 
where an ancient fort is in a ruined state. Inside the dilapidated fort are places of 
worship. The largest of the three shrines, all of which are dedicated to god 
Maitreya, has been described as the most beautifully painted temple in Ladakh 
after Alchi.'^ 
Unlike other gompas (monastery), which are located on hilltops and are 
imposing structures, Alchi is a modest-looking mud structure. But the art treasures 
of wall paintings and sculptures, which this gompa contains, are superb. This 
gompa is said to have been built by Rinchen Sangpo (958 - 1055 A.D.) who went 
thrice to Kashmir and spent seventeen years in other parts of India. However, the 
inscriptions inform that it was built by a member of a Tibetan noble family in the 
11th century A.D. The wall paintings of this monastery, well preserved over the 
centuries, are remarkable in concept and workmanship. 
". Karuna Goswamy, p. 12. For Lalitaditya's Digvijaya campaign see also M.A. Stein, tr. and ed., 
Kalhana's Rajatarangini or Chronicle of the Kings of Kashmir, 1st edn. 1892, 2"'' rep. Delhi, 
1960. 1979, pp. 134-135. 
' . R.N.Parischa, Ladakh- Jammu and Kashmir's Buddhist Culture, 
http://www.koausa.org/nskri/unmesh/se.ptQ7 html 
' I Ibid; P. Banerjee, Central Asian Art New Revelations From Xinjiang, Noida, 2001, pp 116-
117. 
This monastery, which is called Amanita of the North, has six temples 
called Du Khang, Sumtsek, Jampal Lhakhang, Lotsawa Lhakhang, Manjur 
Lhakhang and Lhakhang Soma. Of these the first two belong to 11th and 12th 
centuries while the rest were built during the 12th and 13th centuries. The first two 
are important from the point of view of painting and sculpture. The paintings can 
be broadly grouped into the following categories: scenes from Buddha's life; 
figures of various Boddhisattavas; figures of Vairocana and the depiction of 
cosmic Buddha Vairocana in a mandala. One finds Hellenistic, Persian, Tibetan, 
Nepalese, Central Asian and Indian influences on these paintings. Yet the style of 
Alchi paintings reflects an individuality. The central figures in the temples are 
those of Boddhisattavas: Avalokiteshawara, Manjushri and Maitreya. 
In Sumstek there is a three-storey temple, and has three gigantic 
Boddhisattavas, which extend up through openings in the ceilings to the second 
storey. The three images in clockwise direction are Avalokiteshawara, Maitreya 
and Manjushri. The garments of these figures are painted with scenes from 
Buddha's life in miniatures. The walls are filled with figures and mandalas in such 
profusion that not an inch is left without a painting.'^ 
Avantivarman (855-883 A.D) unlike his great predecessor Lalitaditya, 
devoted his energies to the just and wise administration of his Kingdom. His 
'r Ibid. 
'^ Ibid. 
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victories lay in peace and not war. The arts and crafts naturally flourished under 
his benign rule. He himself was a great builder. A number of most interesting 
sculptures have been discovered in the excavation of his temple at Avantipura.'^ 
Kashmiris had a fascination for painting. Damudargupta (8"" Century A.D.) 
in his work, Kuttanimata-Kavya mentions that paintings were one of the subjects, 
which ladies of Kashmir had to learn and cultivate in their youth. It is evident from 
the several customs and ceremonies, which are observed from time immemorial, 
that painting in Kashmir has ancient traditions. For example on Gauri-Tritya (3"* 
of bright fortnight of Magha) every boy and girl in a Kashmiri brahman family 
receives from the priest bright-coloured paintings of the gods and goddesses as 
well as flowers and animals. On Asarh-Saftami (7th of the fortnight of Asarh) 
every Hindu house is decorated with mural paintings and paintings of the rising 
sun. During marriages and Yagnupavita ceremonies, the doors and windows are 
painted bright with floral designs and drawings.'^ 
The fresco paintings of Ramnagar (Jammu) and Alchi (Leh) are a testimony 
to a long tradition of painting in these parts of the state. Not only are some of these 
. R. C. Kak, Handbook of the Archeological and Numismatic Sections of the Sri Pratap 
Museum, Srinagar, Calcutta, 1923, p.6; M.A. Stein, tr. and ed., Kalhana's Rajtarangini, I, p. 192; 
W. Wakefield, History of Kashmir and the Kashmiri's, The Happy Valley, Delhi, 1975, pp. 241-
242. 
. P.N.K. Bamzai, History of Kashmir, from the Earliest Times to the Present Day, New Delhi, 
1973, p. 283. 
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paintings some of the finest art treasures of India, but they also constitute a visual 
depiction of the culture and lifestyle of ancient Kashmir. These paintings present 
the architecture, textiles, temples, forms of worship, and dancers and musicians. 
The great Tibetan scholar Rinchen Sangpo (950 - 1055 A. D.) is said to have 
visited Kashmir three times from Guge to obtain the services of Kashmiri 
craftsmen and teachers to reorganise and re-establish Buddhism in the Tibetan 
world. He is credited with having built one hundred and eight temples in Western 
Tibet with the help of seventy five skilled Kashmiri craftsmen and painters. In 
certain instances, name of particular artist is found. Some of the temples of this 
epoch have survived which still preserve the markmanship of those artists who 
were invited to build and decorate the temples. 
The discovery of the wall paintings of Mang Nang and manuscript 
paintings of Thailang in Western Tibet (Fig. IV) by Professor Tucci marked a 
breakthrough in the field of studies of Kashmiri art. Tucci believes that these 
paintings of Mang Nang and also the thangkas are created by Kashmiri painters of 
the 10 -11 century and are the best examples of Kashmiri Painting and same are 
. David L Snellgrove, Cultural Heritage ofLadakh, Zangskar and the Cave Temples ofLadakh, 
New Delhi, 1980, pp. 83-84; Biography of Rinchen Sangpo is translated by 
Tucci , David L. Snel lgrove.and Tadeusz Skorupski , r / ie Cultural heritage 
of Ladakh, Vol. 2, pp. 85 - 98. 
2i 
the case with Thailang manuscripts. They are dated to the 11'*' century. 
Stylistically speaking, the paintings of Mang Nang and Thailang appear to be 
pictorial translation of contemporary Kashmiri bronzes. The style of paintings of 
Mang Nang and Thailang represent a subsequent stage of development of tradition 
next to what was characterised in the paintings from Gilgit. 
From ancient period (beginning of human settlements in Kashmir) up to 
13'*' century AD, illustrated Sharda manuscripts as well as "stand alone" paintings 
were created. Also there are several references in the Katha Sarit Sugar and the 
Nilamatapurana to portraits and other paintings. But we do not come across a 
single extant portable painting from this period. There are references that Kashmiri 
artists during the pre-Islamic period went to Ladakh and Afghanistan where they 
created some brilliant works of Hindu-Buddhist art. The surviving murals are all 
painted on walls or doors of Buddhist monasteries. 
Parvez Dewan writes that it was not possible for a people as incredibly 
talented as the Kashmiris to not have had their own School of painting. Their 
architecture and handicrafts have no equal in the subcontinent and the 20 - 50-
course wedding feast is a major art form in itself. So why would they not have had 
". Giuseppe Tucci, Archaeologia Mvndia Transhimalaya, (translated from French by James 
Hogarth), London, 1973,pp. 180- 81. 
°^. The Nilamafa Parana, pp. 109-11. 
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their own school of painting.^' However, no painting is known to have survived, 
which may fairly be said to have been executed before 11'*' century. A rare 
exception is the painted book covers of the famous Gilgit manuscripts of 9'*' 
cenmry.^^.But at present there are no other works from Kashmir that one can cite 
from this period. From the ll"" century onwards, however, from the area of 
Ladakh, which was in contact with the Kashmir valley, evidence comes our way in 
the form of paintings on the walls of Buddhist monasteries, i.e., Alchi, Tabo in 
Spiti (now in Himachal Pradesh) (Figs. V, VI, VIII & VIII). Several art Historians, 
prominent among them, Tucci, Snellgrove, Skorupski and Pal, have commented 
on the style of work at Alchi and other monasteries of Ladakh region. Paintings on 
the walls of these monasteries are done by Kashmiri artists. 
^'. Parvez Dewan, Jammu, Kashmir and Ladakh, New Delhi, 2004, p. 331. 
" . Karuna Goswamy, Kashmiri Paintings, p. 14; see also Pratapditya Pal, Art and 
Architecture of Ancient Kashmir, p. 133; These Gilgit manuscripts, which were brought 
by the Maharaja in 1912 and kept in the Museum. In 1947, at Pandit Jawaharlal Nehru's 
insistence, these were shifted to the National Museum, New Delhi and have not been 
returned till date. 
. Karuna Goswamy, Kashmiri Painting, p. 15 ; The remarkable career of Rinchen Sanpo was 
drawn attention in some detail by Tucci in his pioneering work on Tibetan Painted Scrolls, 2 
Vols, Rome, 1948. Besides Tucci, detailed references and discussions about these murals figure 
in Snellgrove, David L, Cultural Heritage of Ladakh, Zangskar and the cave temples of Ladakh, 
New Delhi, 1980 and Pratapditya Pal, 4^ Buddhist Paradise; The Murals of Alchi-
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Taranatha (1608 A.D.) refers to extensive influence of the Western school 
on the tradition of painting in Bengal, Bihar, Orissa and Nepal.^ '* He has also given 
some information regarding the Kashmir School. He writes: 
"In Kashmir, too, there were in former times followers of the old Western school 
of Madhyadesa; later on certain Hasuraja founded a new school of Painting and 
sculpture, which is called the Kashmir School..."^^ 
Taranatha refers to the artist Bimbisara who painted some wonderful 
figures.^ ^ The followers of Bimbisara laid the foundation of the Bimbisara School 
and were called Madhyadesa artists. It has been suggested that Bimbisara was 
bom in Magadha. Taranatha also refers to another painter Sringadhama, who is 
believed to have left behind him paintings and other masterpieces. Those who 
followed his lead were called the old Western school.^' 
Western Himalayas, New Delhi, 1982; Art and Architecture of Ancient 
Kashmir, pp. 128 - 135, Fig 's 18, 19, 20, 21 , 22, 24; 
. W.T. Heeley, "Extracts From Tranath's History of Buddhism in India' in The India Antiquary, 
ed. JAS Burgess, IV, Bombay, 1875, P. 101. 
".Ibid. p. 102. 
. Ibid., See also, Taranata's History of Buddhism in India, tr.. Lama Chimpa Alaka 
Chattopadhyaya, ed. Debiprasad Chattopadhyaya, Simla, 1970, pp. 347 - 348. 
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. Taranata's History of Buddhism in India, tr.. Lama Chimpa Alaka Chattopadhyaya, pp. 347 -
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H. Goetz speaks about Lalitaditya's unprecedented artistic urge which the 
local artists alone could not adequately satisfy. He observes, "Like Akbar, also 
Lalitaditya had to make use of artists from wherever he could find them, and in an 
empire extending from Bengal to the borders of Arab Caliphate and from Central 
India to the borders of China proper these artists had needs to be of many nations 
and traditions.^* This possibly was the reason behind heterogeneous styles and 
elements in Kashmiri art assimilating elements of Gandharan, Gupta, Chinese and 
even Syrian-Byzantine origin. But none of these styles could predominate. 
Lalitaditya's rise had coincided with the decline of the Guptas, Chalukyas and 
Pallavas in India and Tang China, the Sassanian Empire and the Byzantine Empire 
in Asia. The Muslim Arabs were yet to develop an art of their own. Lot of skilled 
hands were available who were deprived of employment. 
The roots of the artistic tradition that is reflected in Kashmiri Manuscript 
painting on paper are not easy to trace, principally because of glaring 
discontinuities. However, some insights can be gained through an acquaintance 
with the early art of Kashmir. This would include Kashmir's great sculptural 
tradition in stone, bronze and wood as also its architecture which is best preserved 
in some surviving monuments like the Sun temple at Martand (Anantnag), built by 
28 
. Hermann Goetz, Studies in the History and Art of Kashmir and the Indian Himalaya, 
Wiesbaden, 1969, pp. 46-47. 
29 
. Karuna Goswamy, p. 13. 
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Lalitaditya in 8"' century.^" This would also include the surviving murals from 
Buddhist shrines like Alchi.^' The temple of Surya (Sun temple), was adorned 
with high relief carvings of themes relating to the cult of Sun.^ ^ 
With the advent of Islam in the 14'*^  century, the delineation of living forms 
receded to the background, and in its place floral designs and calligraphy became 
the forte of the artists of Kashmir. The formal prohibition by Muslim law of the 
representation of animate nature in art resulted in virtual suppression of painting 
and sculpture and fine arts in all countries under Muslim rule from the founding of 
the Caliphate of Baghdad down to the beginning of the 13"* century. But 
subsequently, the prohibition against painting ceased to have full effect and 
consequently we find Sultan Zain ul Abidin encouraging painting. Mulla Jamil, his 
• I T 
court musician was also extremely famous as a painter as well. 
'°. M.A. Stein, tr. and ed., Kalhana's Rajtarangini, p. 141; Hermann Goetz, "Kashmir Art" in 
Encyclo of World Art, 1959-1968, London, VII, p.880; R .C. KaK, Ancient Monuments of 
Kashmir, London, 1971, pp. 131-135. Percy Brown, Indian Architecture: Buddhist and Hmdu 
Periods, Bombay, 1956, p. 191; W. Wakefield, History of Kashmir and the Kashmiris. The 
Happy Valley, Delhi, 1975, pp. 253-257; G.T. Vigne, Travels in Kashmir, Ladakh, Iskardo the 
Countries Adjoining the Mountain Course of the Indus and the Himalaya, North of the Punjab, II, 
Karachi, 1987, pp. 384 - 392. 
^'.Ibid. 
". Ibid. 
P N.K. Bamzai, History of Kashmir, pp. 575-576. 
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The discovery of certain manuscripts of Kashmiri origin in various libraries 
of Leningrad, Uzbekistan and Tajikistan throws fresh hght on the developed state 
of caUigraphic and miniature painting art in Kashmir, which found a receptive 
market in Central Asia. On the examination of these manuscripts certain Soviet 
scholars have concluded that the art of book illustration in Kashmir had witnessed 
advancement in the early 18* and IQ"' century.^ * 
The illustrated manuscripts prepared in Kashmir found their way into 
Central Asia through the medium of travelling merchants and Hajj pilgrims. The 
abundance of illustrations related to the text and the lavish use of floral 
ornamentation on binding covers possibly enhanced the popularity of such 
manuscripts among Central Asian nobility, who used to acquire them for their 
personal libraries. A Kashmiri copy of Mahbub-ul Qutab (Heart's Darling: a 
collection of moral tales and anecdotes) authored by one Barkhurdari Ibn Mahmud 
Turkman Farahi was in the possession of the Amir of Bukhara. ^ ^ Warikoo is of the 
opinion that this work, which was devoted to the reign of Timur and Timurids and 
authored by a Central Asian Abdur Razaq Samarqandi, (1482 A.D.), seems to 
have been reproduced in Kashmir.^ ^ 
. A. Adamova, T.Greck, Miniatures from Kashmiri Paintings, Leningrad, 1976, p.61, 71-73. 
". Ibid. 
. K. Warikoo, Central Asia and Kashmir, A Study in The Context ofAn^lo Russian Rivalry. New 
Delhi, 1989, p. 96. 
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During the Sultanate period, Zain-ul Abidin extended royal patronage to 
men of art and letters, which not only encouraged the people towards creative 
activity but also helped in the diffusion of diverse literatures. Existence of a 
number of illustrated manuscripts of Kashmiri origin in numerous museums and 
libraries throughout the world speak about the flourishing state of art in Kashmir 
in the past. The fame acquired by Kashmiri artisans in their art of wood carving, 
door and window panel-maicing (pangrams) khatam bandi (ornamented ceilings), 
articles made in papier-mache like kalamdans (pen cases), flower vases etc. is 
partly explained by their adoption of Central Asian patterns. The polished tiles 
used in the tomb of Madini Sahib near Srinagar, painted ceilings, carved doorways 
and latticed windows that are still visible in various mosques in Kashmir have 
their parallels in the tombs and buildings of Samarqand, Bukhara and Khiva.^ ^ 
Sultan Zain-ul Abidin is supposed to have introduced the art of papier 
machie into the valley from Samarqand. It also goes by the name of Kari 
Qalamdani or pen-case work. The process of making paper is rather elaborate. 
Sheets of paper are pasted on to moulds or vassal of the required form and painted 
and varnished. The article is covered with a coating of white paint on the surface 
of which a delicate pattern in colours chiefly crimson, green and blue is drawn 
with a fine brush; flowers and the curved designs seen upon shawls are most 
". Ibid. 
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commonly produced.^ ^ A very pretty pattern is also done by painting with gold 
paint a series of minute branches and leaves against a white ground - a border of 
brighter colouring is added: sometimes figures of men and animals are introduced. 
The designs are very intricate and the drawing is all free hand. The skill shown by 
the naqqash in sketching and designing is remarkable. When the painting is 
done, the surface is varnished over with a varnish made by boiling the clearest 
copal (sumdras) in pure turpentine. The varnish has to be perfectly transparent or 
it would spoil the appearance of the painting. The art of papier machie is pursued 
only by the Muslims of the Shia sect.''" 
Abu'l Fazl records that MuUa Jamil, who was a singer, adorned the court of 
Zain-ul Abidin, a ruler of Kashmir during 1420 A.D. to 1470 A.D. he observes: 
"During his reign musicians from Persia and Turkestan flocked to his court; 
among them Mulla Uudi, the immediate pupil of the famous Khwajah Abdu'l 
'\ Ibid. 
' ' . W. R. Lawrence, The Valley of Kashmir, Srinagar, 1967, p. 378. 
. G.M.D. Sufi, Islamic Culture in Kashmir, Delhi, 1979, p. 239; Charles Ellison Bates, A 
Gazetteer of Kashmir and The Adjacent Districts of Kishtwar, Badrawa, Jammu, Naoshara. 
Punch, and The Valley of The Kishan Ganga, New Delhi, 1980, p. 32, 68; P.A. Koul, Geography 
of the Jammu and Kashmir State, Lahore, 1987, pp. 45-47; T.N. Mukharji, Art Manufactures of 
India, New Delhi, 1974, pp. 57 - 58; U.K. Zutshi, Emergence of Political Awakening in Kashmir, 
New Delhi, 1986, p. 106. 
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Qadir arrived from Khurasan and Mulla Jamil who in singing and painting was 
pre-eminent among his contemporaries." '^ 
Mulla Jamil was so proficient in his work that he rendered one of the 
themes into twelve different forms of drawings. For his artistic creativity he 
received generous favours from the Sultan. A liberal king, Zain-ul Abidin allowed 
all sorts of human and animal figures to be painted. Portrait painting was then in 
vogue. There is a reference to a portrait of the Sultan, which his son Haji Khan 
kept for his consolation after his father's death. The art of painting found its 
expression also in various patterns impressed on cloth. These included circular 
designs, plant forms, and figures of men and of the goddess Durga. The only 
specimens of painting of the period, which have survived, are those found on the 
ceilings of the mosque of Madani as well as on the tiles of his tomb. The ceiling of 
the mosque is surfaced by small and thin pieces of wood put together into various 
geometrical forms and painted in different colours, which have, however, fainted 
by now. However, the most remarkable pieces of art are the painted tiles used in 
the walls of Madani's tomb."*^  
*\ Ain-i-Akbari, II, p. 383. 
''^ . N.K Zutshi,. Sultan Zain-ul-Abidin of Kashmir, An Age of Enlightenment, Lucknow, 1976, 
pp. 195-96; M. Marie Deneck, "Kashmir Art" in Encyclopedia of World Art, London, 1959-1968, 
VII, p. 881; Percy Brown, Indian Architecture (islamic Period), Bombay, 1968, p. 85. For 
painted tiles of Madani's tomb see R.C. Kak, Handbook,, p. 122. 
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Mansur b. Muhammad, a great scholar in the court of Zain-ul Abidin wrote 
Tashrih bi't-taswir, a treatise on the anatomy of the human body with illustrations, 
which was dedicated to Mirza Pir Muhammad, grandson of Timur.'*^ 
Could we then suggest that Zain-ul Abidin might have had encouraged 
painting during his times, but unfortunately the details are lacking. 
There is mention of the arts and crafts, which had flourished in ancient 
times having "greatly suffered in the chaos which lasted for over 200 years 
preceding the establishment of the Sultanate. Besides, a large number of artists and 
craftsmen had perished in the course of Zulju's invasion. (727 A.H/1323 A.D)" 
Zain-ul Abidin however revived the old industries which had either disappeared or 
declined and at the same time introduced the new ones.'' 
The situation was evidently different at an earlier point of time when the 
learned Muslims are known to have taken greater interest in works of Hindu origin 
and in early Indian languages. The commissioning of the continuation of 
Kalhana's Rajtarangni in Sanskrit by Sultan Zain-ul Abidin to Jonaraja and 
Srivara is, in itself, a matter of interest. The Sultan seems to have had truly eclectic 
tastes and preferences: "Zain-ul Abidin was not only a patron of learned men, he 
''^ Mohib-ul Hasan, Kashmir under the Suhans, Calcutta, 1959, p. 91. 
. Ibid. p. 92; Baharistan-i Shahi, A Chronicle of Medieval Kashmir, tr., K.N. Pandit, Calcutta, 
1991, p. 17. 
*\ Mohib-ul Hasan, p.92 
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was himself a scholar and a poet. He knew Sanskrit, Persian, and Tibetan besides 
Kashmiri, which was his mother tongue. Pandits read out to him from various 
shastras, while Srivara recited to him the Vasishta Brahmadarshana of Valmiki 
and the Samhita along with their explanations of annotations."''^ 
Srivara translated Jami's Yusufo Zuleikha from Persian to Sanskrit during 
Sultan Zain-ul Abidin's rule, which was named Katha-Kautaka. Another scholar, 
Mulla Ahmad translated Mahabharata and Kalhana's Rajtarangni into Persian by 
the Sultan's order. **' 
It has been suggested on the basis of a fifteenth century source the Sultan 
Zain-ul Abidin had sent two persons to Samarqand at government expense to 
receive training in the art of bookbinding and papermaking; and in their absence 
he supported their families. During their stay in Samarqand one of them learnt the 
art of manufacturing paper, while the other learnt the art of bookbinding. On their 
return to Srinagar, they taught these arts to others.''^  The Kashmiri's artisans 
familiarity with such arts coincided with their spread in Iran and Central Asia 
around sixteenth century. '^^ 
^. Ibid. p. 93. 
"^ Ibid. p. 90. 
*^. Ibid. p. 92; Baharistan-i Shahi, p. 64. 
'. O. Akimushkin, 'Iran and North-Westem Central Asia', in Chahryar Adle and Irfan Habib, 
eds.. History of Civilizations of Central Asia, Vol. V, Paris, 2003, pp. 555-556. 
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There is a reference to wall paintings in a temple in Mirza Haidar Dughlat's 
personal account of Kashmir in his Tarikh-i Rashidi. After his conquest of 
Kashmir (1543-44 AD), he makes an explicit statement that: "Now that I have 
subdued this beautiful country and seen all that is notable in it, whatever I shall 
write will be what I have witnessed"^" 
He then proceeds to describe Kashmir including its many wonders. Among 
them, he lists "more than one hundred and fifty idol temples in and around 
Kashmir," by which he presumably means the present day town of Srinagar. His 
description of the architecture of these temples is detailed even if his measurement 
seems to be open to question. Of a temple which he does not name he writes: 
'The capitals, the ornamentation in relief, the cornices, the 'dog tooth work', the 
inside covering and the outside, are all crowded with pictures and paintings, 
which I am incapable of describing. Some represent the laughing and weeping 
figures, which astound the beholder.... In the rest of the world, there is not be 
seen, or heard of, one building like this. How wonderful that there should (here) 
be one be hundred and fifty of them". '^ 
References of wall paintings presumably first occur in Shuka's account, 
who continued the work of Prajyabhatta and brought the account of Kashmir to the 
time when the country was conquered by Akbar in 1586. Shuka writes: 
. Mirza Muhammad Haidar Doghlat, Tarikh-i Rashidi, tr. N.Elias and Denison Ross.London, 
edn., 1895, photo-offset, Patna, 1973. p. 426. 
". Ibid. 
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"Now all of a sudden, at mid-day, and within a short time, the old town built by 
Alabhadina, with its two thousand houses, was in a flame, as if in sorrow for its 
separation with the Muggulas whom it saw depart in order to live in the new 
town. The extensive city, adorned with many paintings (Italics mine), and with its 
CO 
houses and buildings, was soon reduced to ashes" 
Could we say then that wall paintings existed in Kashmir before the advent 
of Mughals? 
Examples of Kashmiri paintings (wall-paintings) belonging to the Mughal 
period are still extant in the baradaries (summer houses) of the famous Nishat 
(garden of gladness) and Shalimar gardens (abode of love) (Figs. IX & X). 
Further, it is notable that the celebrated group of the painters of Akbar's court 
included at least five painters from Kashmir, namely, Kamal Kashmiri, Ismail 
Kashmiri, Muhammad Kashmiri, Haidar Kashmiri and Yaqub Kashmiri. '^' Karuna 
. Jnanaraja (d. 1459) and Srivara (c. 1486), Rajatarangini (continuation), ed., P. Peterson, 
Bombay, 1896; tr., J. C. Dutt, Kings of Kashmira, 3 Vols, Calcutta, 1879 - 98,rep. New Delhi, 
1998. p. 324, 
. Kashir, p. 557; Francois Bemier, Travels in The Mogul Empire, A.D. 1656 - 1668, translated 
from French by A, Constable, London, 1891; this version revised and annotated by V. A. Smith, 
London, 1914, 1916, rep. New Delhi, 1983, p. 400; James P. Ferguson, Kashmir an Historical 
Introduction, London, 1961, p. 121. 
. S.P. Verma, Mughal Painters and Their Work: A Biographical Survey and Comprehensive 
Catalogue, Delhi, 1994, pp, 169, 184, 189, 199, 295, 340; See also Percy Brown. Indian 
Paintings Under Mughals, 1550-1570, New Delhi, 1981, p, 149. 
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Goswamy rightly says that it is reasonable to presume that the word 'Kashmiri' 
appended to their names points to their coming from Kashmir as much as Nand 
Gwaliori, from among the painters at the Akbari court, hailing from Gwalior, and 
Bhim Gujarati from Gujarat. ^^  
Abu'l Fazl writes that Akbar showed much regard to the art of calligraphy 
and took great interest in different systems of writing. For a skilful Kashmiri 
calligrapher Muhammad Husain he writes: 
'The artist, who, in the shadow of the throne of his Majesty, has become a master 
of calligraphy, is Muhammad Husayn of Kashmir. He has been honoured with the 
title of zarrin qalam, the gold pen. He surpassed his master Mawlana Abdu'l 
Aziz; his maddat and dawair show everywhere a proper proportion to each other 
and art critics consider him equal to Mulla Mir Ali." 
Abu'l Fazl goes on to speak of other renowned artists of his age, among 
whom he lists: 
"Ali Chaman of Kashmir"^^ who is mentioned in the same breath as of some great 
masters of nastaliq from Mashhad, Qazwin and Arsalan. Another master of 
nastaliq, Muhammad Murad of Kashmir with the title, 'Shirin Qalam' is 
mentioned by Ehtaram-ud-din Ahmad Saghil in his Sahifa-i Khushnavisan, as the 
. Karuna Goswamy, p. 19 
. Ain-i-Akbari, I. p. 109. 
". Ibid. 
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"equal of Mulla Mir Ali and Khwaja Sultan Ali Mashhadi." Abu'l Fazl speaks of 
the library of the emperor Akbar in which books are kept in a clear order.'* 
Jahangir first visited Kashmir after his accession in 1607. Artists were in 
attendance on his journey as is proven by Jahangir's request for the painting of a 
large Himalayan Markhur (Fig. XI) near Lahore, though no miniatures are 
specifically mentioned in his Memoirs as being done in Kashmir. 
"The Shinwari Afghans brought mountain ram the two horns of which had 
become one and had become like a rang's homs. The same Afghans killed and 
brought a Markhur (Erskine translates this a 'serpent eating goat'), the like of 
which I had never seen or imagined. I ordered my artist to paint him. (Italics 
mme) 
In 1620, Nadir-ul Asr Mansur was accompanying Jahangir to the valley. 
Mansur was commissioned to depict more than one hundred Kashmiri flowers 
there. Jahangir writes: 
"The flowers that are seen in the territories of Kashmir are beyond all calculation. 
Those that Nadir-ul Asr Ustad Mansur has painted are more than 100." '^' 
The surviving example is the picture of Red Tulips, preserved in Habibganj 
collection at Maulana Azad Library, Aligarh Muslim University (Fig. XII). 
. Ibid; Karuna Goswamy, pp. 52 - 53. 
''. Tuzu-i-Jahangiri, tr., A. Rogers, ed. H. Beveridge, New Delhi, 1968, II, pp. 112-13. 
^. Ibid., pp. 145. 
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Jahangir got Mansur's pictures of the flowers of Kashmir embellished, and had 
them bound into a beautiful volume. 
Jahangir also gives a graphic account of the Saj (dipper) executed by 
Mansur in Kashmir. He writes: 
"In this stream (Sukh Nag) I saw a bird like a Saj. A Saj is of a black colour and 
has white spots, while this bird is of the same colour as a bulbul with white spots, 
and it dives and remains for a long time underneath, and then comes up from a 
different place. I ordered them to catch and bring two or three of these birds, that I 
might ascertain whether they were water fowl and were web-footed, or had open 
feet like land birds. They caught two and brought them. One died immediately, 
and the other lived for a day. Its feet were not webbed Hke duck's. / ordered 
Nadir-ul Asr Ustad Mansur to draw its likeness" (Italics mine). ' 
The picture of this bird is preserved in the Metropolitan Museum of Art, 
New York. " 
In 1620, Jahangir writes that he put the restoration work of the garden of 
Hariparbat (verdant mountain) under the supervision of one of his officials: 
"1 ordered Mu'tamid Khan, who is a servant who knows my temperament, to 
make every effort to put the little garden in order and repair the buildings. In a 
*'. Ibid. p. 157. See also, M.A Alvi and A. Rahman, Jahangir-The Naturalist, New Delhi, 1989, 
p. 78, PI. XVI. 
.^ S.P. Verma, "Portraits of Birds and Animals Under Jahangir" in S.P. Verma ed.. Flora and 
Fauna in Mughal Art, Bombay, 1999, p. 13. 
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short space of time, through his great assiduity, it acquired new beauty. In the 
garden he put up a lofty terrace 32 yards square, in three divisions (qit'a), and 
having it repaired the building he adorned it with picture by master hands, and to 
made it the envy of the picture gallery of China (Italics mine). I called this garden 
Nur afza (light increasing)."" 
In the course of his long stay in 1620 in Kashmir, the emperor Jahangir 
turned his attention to the repair of some structures. 
*The picture gallery in the garden had been ordered to be repaired; it was now 
adorned with pictures by master-hands (Italics mine). In the most honoured 
positions were the likenesses of Humayun and of my father opposite to my own, 
and that of my brother Shah Abbas. After them were the likenesses of Mirza 
Kamran, Mirza Muhammad Hakim, Shah Murad, and Sultan Daniyal. On the 
second storey (row?) were the likenesses of the Amirs and special servants. On 
walls of outer hall the stages of the road to Kashmir were recorded in the order in 
which I had come to them."^ 
Presumably, the local painters of Kashmir might have been entrusted with 
the task of adorning the building with pictures. 
Linda York Leach says that the miniature painting that can be attributed to 
Kashmir from 1600-1650 A.D. included divergent types. As a result of which 
" . Jahangir, Tuzuk-i- Jahangiri, II, pp.150 - 151; Catherine B. Asher, The New Cambridge 
History of India, Architecture of Mughal India, New Delhi, 1995, p. 124. 
54 Tuzuk-i- Jahangiri, II, pp. 161 - 162. 
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there was no unified school of painting in the valley.^ ^ Possibly it was so due to 
lack of interest in painting amongst the rulers; and also, the lack of strong cohesive 
government structure. 
Muhammad Nadir Samarqandi, the distinguished painter of the imperial 
Mughzil court is known to have been active in Kashmir. A miniature in the 
manuscript Yusuf-o Zuleikha, dated 1651, and completed at Kashmir is ascribed to 
this painter. An inscription given on it, reads: (tr) 'work of the slave Muhammad 
Nadir Samarqandi done in the city of Kashmir, resembling paradise.' Further, 
numerous paintings illustrating the theme "Dara Shukoh with Sufis and Mullahs in 
Landscape', (Kashmir, c.l650) (Fig. XIII) are akin to the style of Muhammad 
Nadir.^ ^ 
The Firdausi library in Dushanbe, the capital of Tadjikistan, possesses some 
manuscripts of Kashmiri origin. These are Diwan of Ghani Kashmiri, Diwan of 
Ismail Kashmiri, which was copied by MuUa Mohammad Rajab ibn Wall of Herat 
in 1826 A.D., a manuscript of Quran with a Persian commentary on its margin and 
a manuscript entitled Zakhirat-ul Mulk authored by Syed Mir Ali Hamdani, which 
was copied by Kashmiri calligraphist in 877 AH, (1422 A.D). That the Soviet 
academicians evinced keen interest in the study of such literary works produced in 
" . Linda Leach, "Paintings in Kashmir from 1600-1650", in Robert Skelton, Andrew Topsfield, 
Susan Stronge and Rosemary Crill, ed.. Facets of Indian Art, New Delhi, 1987, p. 126 
^^ Ibid., PI. 3. 
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Kashmir became clear from the publication of the Diwan of Ghani Kashmiri, the 
famous Kashmiri poet, in Tajik script. Legendary themes of Shirin Farhad, Yusuf 
and Zuleikha, Laila and Majnu, Sohrab and Rustam, Shahnama of Firdausi, which 
were commonly narrated and sung in the towns and villages of Kashmir, became 
more popular after their adaptations and translations by Kashmiri poets in the local 
language became freely available by the end of the last century. 
The painters of Kashmir turned out prodigious quantities of work, and it is 
difficult to think of any major collection of Indian art, in India and abroad, in 
which some Kashmiri paintings do not figure. 
During the later 18"' and beginning of the 20"" century, the Kashmiri artists 
influenced by the painters of Basohli and Kangra, produced some specimens of 
secular themes. An attempt was made to produce portraits conforming to realism, 
of which some specimens of the depiction of historical and descriptive subjects 
bear testimony.^^ 
One interesting genre of Kashmir painting, dealing with Muslim religious 
themes is also represented in the collections of the Sri Pratap Singh Museum. 
Unfortunately, despite much effort, I could not study the paintings kept in the 
Reserved collection owing to their being treated as evidence for a criminal 
". Warikoo, pp. 96-97. 
. Karuna Goswamy, p. V. 
'. Bamzai, History of Kashmir, p. 578. 
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litigation. I have not therefore been able to include them in my Catalogue but they 
are important as their themes suggest that there was also a tradition of painting of 
religious subjects among Kashmiri Muslims. Among the reserved collection there 
are some paintings of Kashmiri Sufi Auliyas (saints), the mention may be made of 
Hazrat Noor-ud Din Rishi (Ace. No. 2412), Khwaja Habibullah (Acc.No. 2413), 
Hazrat Amir-i Kabir (Ace. No. 2414), Khwaja Khizr (Ace. No. 2415), Hazrat 
Sharaf-ud Din (ace. No. 2416), Hazrat Makhdoom sahib (Ace. No. 2417), Hazrat 
Baha-ud Din (Ace. No. 2418), Hazrat Dastgir Sahib (Ace. No. 2419), Baba Nasir-
ud Din (Ace. No. 2420), Shams Tabrez (Ace. No. 2727/1), Sultan-ul Arifeen (Ace. 
No. 2727/2), Khwaja Ubaid ullah (Ace. No. 2727/6), Hafiz Shirazi (Ace. No. 
2727/7). 
Karuna Goswamy mentions in her work Kashmiri Paintings that during the 
early years of 20"^  century, professional itinerant groups of Kashmiri scribes came 
to be formed in large numbers. At least from the early years of 20"^  century there is 
oral information about such groups wandering about in the countryside of the 
Punjab. She got this information from Pandit Sthanu Dutt, a learned Sanskrit 
scholar of Kurkshetra, whom she interviewed twice. Her account reads: "Pandit 
Sthanu Dutt recalled, in the course of an interview, that in his childhood (at the 
turn of the 20' century), practically every year, in the Haryana village to which he 
belonged, group of three or four persons, all Kashmiris, would arrive with little 
bags, bastas, slung from their shoulder. They would enter the limits of the village 
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and walk through, setting up a shout, like street-hawkers, saying 'katib, katib' 
(meaning scribes), to announce that the scribes had arrived and were available for 
executing any commission of copying manuscripts. Occasionally, the group was 
larger than usual, consisting of four or five persons: the shout that went up then as 
they entered the village was 'katib mai 'musavvir\ meaning 'scribes together with 
a painter'. These professionals were offering their talents for the copying of any 
manuscripts. The fees were negligible. When a client wished a work to be copied 
either from his own collection or one that he could borrow from a neighbor or 
local Pandit, he would hand it over to the scribes, after a price had been negotiated 
for the labour. With this was to be given. Pandit Sthanu Dutt recalled, a quantity of 
oil for burning the lamps by the light of which, into the night, the scribes kept 
working. The manuscript was taken to a Serai or inn at the edge of the village 
where the group stayed. They carried everything with them. Paper, writing 
instruments, ink, and the like; all the members of the group were trained so that 
they wrote often through the night, and brought out back the folios they had 
copied in the morning."'° 
The interview with Sthanu Dutt, suggest that the tradition of arrival of 
Kashmiri scribes and painters could have been prevailing in the earlier times also. 
The art of painting practiced in Kashmir through centuries (depicted in the 
large number of ruins of old stone temples) has escaped adequate attention. P.N.K. 
. Karuna Goswamy, pp. 54 - 55. 
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Bamzai says that several factors are responsible for it. He writes: "In the first 
phase a large number of old and beautiful paintings and book illustrations were 
taken away by European collectors towards the end of the 19* and the beginning 
of the 20'** century, and whatever little remained was in the possession of people 
most of whom were ignorant of their value as treasures of art." Besides the non-
existence of mural paintings either in the old stone temples or the medieval 
mosques, has left a gap in the history of paintings in Kashmir. The ancient 
architect seems to have laid greater emphasis on sculpture than on paintings to 
decorate his creation, obviously because he worked in stone and believed in its 
longer life and permanency.^ ^ 
The Kashmiri artist however, excelled in producing book illustrations. 
Numerous manuscripts in Sanskrit and Persian, discovered during the last two 
centuries, are copiously illustrated with miniature paintings of exquisite beauty. 
Bamzai writes, "A fine collection of mythological scenes with beautifully 
designed and illuminated ornaments was exhibited in the Indian Art Exhibition 
held in Delhi in 1903. Bamzai further writes that the owner gave the following 
particulars regarding these: 
"The pictures formed the part of a Sanskrit Ramayana which was written in 
golden letters in Kashmir during Jehangir's time. The text for some reasons was 
^'. Bamzai, History of Kashmir, pp. 282-83. 
'\ Ibid. 
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destroyed and the pictures taken out and preserved. It is known that the book 
remained in the King's library for centuries but fell into the hands of a soldier 
during the mutiny of 1857, when shortly thereafter it was purchased by me. The 
beauty of these paintings is remarkable and their faithful portraiture of Indian life 
of considerable historic value." 
But, Bamzai has not mentioned the name of the purchaser in his 
book. 
Like Mughals, the British were also fascinated by the site of lotus filled 
lakes surrounded by majestic mountains and rows of poplar, walnut and chinar 
trees. They were also struck by the beauty and charm of the lively Kashmiri 
women. No wonder, the William Carpenter (1818 - 1899), a British artist who 
visited Kashmir in 1850's, while selecting subject for the Royal Academy 
Paintings of India, chose the titles "Cashmere Women buying vegetables on the 
banks of the city lake" (Fig. XIV). The salubrious climate and picturesque 
surroundings of Kashmir began to attract the British visitors and by the end of the 
19' century it emerged as the most popular holiday resort in India. '^' 
. Ibid; see also, George Watt, India Art at Delhi Being the Critical Catalogue of the Delhi 
Exhibition. 1902 - 1903, Calcutta, 1903, pp. 457 - 458. 
'^'. Pran Nevile, 'Scenic Splendours of Kashmir Portrayal by Early British Artists", in India 
Perspective, May 2002, pp. 41-44; Giles Tiiloston, The Artificial Empire: The Indian Landscapes 
of William Hodges, Surrey, 2000, p. 68. 
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Lt. Col. Torrens in his absorbing account of his Travels in Kashmir gives a 
delightful description of the various scenic spots of the valley and the Srinagar 
city. He also recounts an enchanting performance by Kashmiri nautch girls with 
braided tresses and dark bright eyes in the illuminated Shalimar Garden. William 
Simpson (1823 - 1899), a noted artist who was also a witness to a similar nautch 
performance in 1861, was so captivated that he wrote; 
"It was like a scene from Lala Rookh - the peris of paradise were not a 
matter of doubt they were realities before us" 
In the 20"^  century, in the field of art, Kashmir is not lagging behind. The 
Amar Singh Technical Institute, established at Srinagar in 1910, was responsible 
for creating among a few young men a taste for painting. But it was after 1931 due 
to the political upsurge that we find a number of artists coming into prominence. 
Dina Nath Wall's landscapes have been appreciated widely. Trilok Kaul and 
Ghulam Rasool Santosh have held exhibitions of their paintings in Delhi, Bombay 
and Calcutta and have received a good reception at the hands of art critics. P.N. 
Kachru, S.N. Butt, Mohan Lai Raina and Bansi Lai Parimoo are artists of note.^ *' 
". Ibid. 
. Bamzai History of Kashmir, pp. 282 - 83; see also, Bamzai, Socio Economic History of 
Kashmir (1846- 1925). New Delhi, n.d., p. 329. 
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With the establishment of popular resurgence in the field of art and culture, 
the cultural academy seems to be doing yeoman's service in reviving the cultural 
traditions and encouraging the growth and proliferation of new ideas and themes. 
The miniatures of Kashmiri school of painting experienced change 
during the late 18'*' century and continued through the 19"^  century to the early 
decades of the 20"'. The place of worship in the houses of the Kashmiri Brahmans, 
called Thakurkuth virtually turned into the museum of the religious art which 
found its expression in the illustrations of the Sharada manuscripts, illuminated 
horoscopes and the folk-art like the Krula pacch, nechipatra (almanac), etc., 
besides the individual paintings. Their themes are essentially religious and the 
forms are heavily burdened with the icons of the Hindu deities, gods and 
goddesses. 
In fact, the miniature paintings developed in Kashmir as a family tradition, 
passing from generation to generation. Sometimes, it even became a collective act 
of creativity with one expert making the border, another executing the drawing 
and a third one applying the colours. 
Kashmiri miniature paintings, in general are characterized by the 
delicacy of lines; massive and weighty proportions of form and soothing, soft and 
harmonious colour schemes. The facial type, in the words of Dr. A.K. Singh, is 
"marked with ovaloid face, fleshy cheeks, double chin, aquiline nose and full lips. 
46 
highly arched eyebrows and almond shaped eyes". ^  An ornamental border, with 
occasionally strong use of gold, is another striking feature of this school. 
The Kashmiri painter obtained a delicate shade by allowing water to stand 
until it had completely evaporated, thus depositing slight sediment. The process 
known as abina gave a charming tone to the picture. "Water" says Sufi, was of 
course, the principal medium through which all the pigments were applied, but 
with this certain fixatives were mixed, such as gum, glue, raw sugar and linseed 
water".''^ 
It may be summed up with the note that, in general, we find the 
conventional forms being adopted by the artists of the Kashmir school, both in the 
depiction of the human beings and the nature. In them, the lines appear simple and 
the colours are laid always flat. Further, in the presentation of the images of gods 
and goddesses, the icons are followed which make the images identifiable. 
Although no survey has been conducted, it is generally known that the 
number of Kashmiri miniature paintings available today is very small, and none of 
these belongs to a period earlier than last decades of the 19"^  century and the first 
quarter of the twentieth century. Most of the paintings were lost mainly because 
their owners were totally ignorant of their worth and sold them away at throwaway 
prices to foreigners. Some of the paintings found their way into the hands of some 
. A.K. Singh, 'Kashmiri School of Paintings' http//ikashmir.org/paintings/paintings.htmi. 
. Kashir. p. 556; Percy Brown, Indian Painting, Calcutta, n.d., p. 105. 
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private collectors in the country also. In this manner a priceless treasure has been 
thrown away. The Jammu and Kashmir State Cultural Academy is no less guilty of 
total indifference to this wealth, its collection and preservation having never been 
on their agenda. 
JAMMU PAINTING 
Jammu was founded by Jambu Lochan, which he first called Jambuputra: 
the supposed date of its foundation being about 900 A.D. and the earliest mention 
of Jammu is in connection with Timur's invasion of India in 1398 A.D. 
The Jammu has made a distinct contribution to the gallery of Pahari 
paintings, which constitutes one of the richest chapters in the history of Indian art 
and have already been accorded a place of honour in the artistic heritage of the 
world. From 16"' century to the dawn of the 20"" century, Shivalik ranges had been 
the abode of art of painting in India. The art of sculpture is, infact many centuries 
older. Many known and unknown artists gave expression to the spirit of the age -
the grandeur of the palaces of feudal chieftains, the unsophisticated beauty of flesh 
and nature, tales of battles and chivalry, mythological beliefs and eternal theme of 
love through folk songs, sculpture and paintings on cloth, vessels, ornaments and 
handmade paper.^° 
. Islamic Culture in Kashmir, p. 299. 
*°. S.C. Sharma, "Ancient Arts" in S.K Sharma and S.R. Bakhshi, eds., Encyclopedia of Kashmir. 
II, New Delhi, 1995, p. 112. 
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Plastic art was a foremnner to painting in Jammu as it was in the rest of 
India, except that unlike elsewhere it did not recur after painting. The first 
evidence of the existence of terracotta art in Jammu is believed to have been found 
in 1932 in Ambaran village in the vicinity of Akhnoor on the right bank of the 
river Chenab, about 25 miles from Jammu. Few pieces of these are preserved in 
the Lahore Museum. These are dated from 700 to 730 A.D.^' 
By 16"^  century, the artistic talent of the Jammu found expressions through 
paintings. The Jammu school of paintings which came to the notice of art critics 
and scholars rather late, has not yet received their due attention. Its antiquity has 
not therefore been finally ascertained. W.G. Archer, in his monumental book, 
Punjab Hill Paintings (1973) divides this school into two phases, viz. pre-Kangra 
and post Kangra influence. He traces the former to the advent of the refugee 
artists. Pandit Seu, whose son Nainsukh painted dozens of pictures for Raja 
Balwant Dev of Jammu. He was a shrewd hand who struck loyally to his patron 
and did not do a single portrait even for the brothers of the Raja. He imparted 
sobriety in colour and form to his figures. His composition, drawings and portraits 
are admirable. 
In 18 century, Jammu was one of the most powerful state under Maharaja 
Ranjit Dev. It was a centre of business, art and literature as well as the key route 
*'.Ibid. pp. 112- 113. 
*l Ibid. pp. 114-115. 
49 
and gateway to the other interior hill states. With the death of the Aurangzeb, the 
influence of the Mughal Empire began to decline rapidly, and North India was 
soon to become a cockpit for the contending ambitions of the Afghans and the 
Marathas. The painters shifted their interest northwards to the Punjab Hills. 
Subsequent invasions from the northwest further scared the artists and forced them 
to seek refuge with the Pahari chiefs. Quite a few of them were drawn to the court 
of Ranjit Dev of Jammu. But his incompetent son Brijraj Dev failed to maintain 
peace and was soon overwhelmed by the rising power of the Sikhs. The Jammu 
art, which had its break in these vicissitudes of History, recovered its continuity 
when Ranjit Singh restored order and stability in his regime. 
During the reign of Gulab Singh, the founder of the state of Jammu and 
Kashmir, the fame of the Jammu Darbar reached far and wide. His son Ranbir 
Singh was a great patron of art and literature. His court attracted learned men from 
all parts of India. He donated liberally to Sanskrit institutions at Benaras and made 
provisions from the state funds for students who went there to study. He 
established several schools, Maktabs and Pathshalas in some towns of the sate 
including Jammu and Srinagar. *'' 
The Ragunath temple at Jammu, constructed shortly after Ranbir Singh's 
accession (1857-85) became a famous centre of learning and research. A Sanskrit 
' I Ibid., p. 115. 
^. Ragunath Rai, A History of Kashmir up to 1947, Jalandhar, 1996, p.246. 
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college, a magnificent library and a translation bureau were established there. A 
large number of Sanskrit and Persian books were printed and translated into Dogri, 
Hindi and Urdu. Most of the Sanskrit texts written in the Sharada script of 
Kashmir were transcribed into Devanagri. The library possessed over five 
thousand manuscript volumes. Some of them were printed at the Vidya Vilas 
Press, the first printing press established by the Maharaja in the state. 
Ranbir Singh's marriage to the princess of Guler (Kangra) provided another 
link with the then great seat of Pahari paintings. Many adventurer artists of Kangra 
School, which was at that time at its zenith, found their way to Jammu. Nand Lai, 
a Kangra artist, had come to Jammu in the same period. His two sons, Chananu 
and Ruidoo had also accompanied him. But the credit goes to Hari Chand, son of 
Chananu, who rose to renown and won the favours of Ranbir Singh. He always 
accompanied his patron. ^^  
Maharaja Pratap Singh (1885-1925), who succeeded Ranbir Singh, 
provided new direction to the Tantric School, an offshoot of Jammu school, which 
existed at least a century ago. Jerath opines: "He (Pratap Singh) was a staunch 
devotee of goddess Mahakali, so he commissioned a set of 'Yantras' for his prayer 
room. The Yantras are peculiar geometrical designs, which are supposed to be 
abstract visual forms of Mantras. Since the worship of the Shakti is the core of 
'K Ibid. 
. Sharma and Bakhshi eds., Encyclopedia of Kashmir, p. 116. 
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Tantric faith, all ten aspects of Shakti were painted in miniature style by unknown 
artists. Twenty-nine such paintings were kept in the puja chambers of the King. 
These included ten aspects of Shakti in miniature portraits, a calligraphic 
representation of Tantric Mantras and the geometrical designs of these Mantras 
showing their physical forms. Of these twenty-seven paintings were shifted to the 
present research centre. No one knows the fate of the other two paintings." It is not 
known who were the artists whose talent Maharaja utilized in drawing these 
paintings. But according to Jerath, Pt. Jagdish Vedapthi, the spiritual teacher of 
Maharaja Pratap Singh may have instructed artists from different parts of the 
country to paint various aspects of Shakti as according to the description given in 
Tantric scriptures (Fig. XV) 
Could we then say that the theme of the painting practiced during the reign 
of Maharaja Pratap Singh was religious? 
The Jammu School is one of the important centres of Pahari paintings. The 
term "Pahari painting" generally includes paintings from the hill areas of the 
northern Himalayas, ranging between Jammu and Garhwal, i.e., Basohli, Guler, 
Kangra, Nurpur, Bilaspur, Manali and Kulu. A number of paintings from these 
areas, of various dates, have come to public attention during the last few decades. 
The place of origin of the Pahari School of painting is Guler. Initially, the Pahari 
School came up as folk art, but afterwards, it secured royal patronage because of 
" Ashok Jerath, Dogra Legends of Art and Culture, New Delhi, 1998, pp. 114-15 
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its religious overtones. After improvement and refinement, it flourished under the 
name of Pahari Qalam. ** 
There is however some evidence to indicate the existence of an indigenous 
Jammu Qalam, before Nainsukh. Unfortunately a lot of art treasure of Jammu has 
been sold as scrap. Its whereabouts have still not been fully traced. It is therefore 
not possible to throw much light on the indigenous Jammu Qalam. 
The Jammu school is also important for Ragamala paintings. "Ragamala" 
paintings have a special significance in the world of art. They not only display 
their own technique and art of colour and line but express, interpret and exhibit the 
soul/spirit and beauty of another art, the art of music, and the art of svara-laya and 
cultured voice. ^ Sukhdev Singh Charak observes that "Music was considered to 
be of divine origin and was supposed to possess the property of evoking an 
ecstatic state of mind or mood, called ' rasa-anubhuti\ in the musician as well as 
the listener. This conception of rasa is the basis of all art in India. The sadhakas 
(practitioners) of music devised some formulas in order to capture and 
comprehend the divine quality of music and to evoke rasa or brahmananda. These 
were formulated in the form of prayers in which the conceptual form, 'dhyana-
Ibid. 
''. Ibid. 
. Sukhdev Singh Charak, Jammu Ragmala paintings/http://veda.mbooks. com/no. 13336.htm., 
For Ragmala paintings see also, Klaus Ebeling, Ragmala Painting, New Delhi, 1973, pp. 13 -
17. 
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murti', of the raga was described. Thus the ragas were personified or deified. This 
fact provided a rich and expressive theme to Indian painters and it has 
considerably enriched the art treasure of India. The two Ragamala manuscripts 
discovered in a manuscript collection at Jammu are a part of the extensive art 
treasure created all over India during the period from 16th to 19th centuries. The 
Jammu Ragamala paintings were done expressly with the usual object of depicting 
their dhyana-murtis or icons in order to create the relevant rasa situation in those 
looking at them. According to Dr. Charak, the analyser of these sets, it is the 
background setting, the dhyana of the raga and mood of the nayikas or nayakas 
which animate the whole composition by providing scope for picturesqueness, 
fascinating use of colours, contours and the charm of variety and vigor, which are 
the chief features of the Jammu Ragmala paintings." ' 
Jammu school comprising Poonch, Ram Nagar, Reasi painting emerged as 
the most peculiar and unique in its treatment of colours, designing, figurative 
structures and subjective beauty. Three subjects are prominent in these paintings -
pictorial episodes of the gods and goddesses, picturesque deliberations of scenic 
beauty, and the floral and geometrical designs of borders. Frequently painted are 
the figurative images from Ramayana and Mahabharata. The two themes 
Ramalila and Krishnalila are very common to view on the inner as well as on the 
" . I b i d . 
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outer walls of the temples. Ballila, Raslia^^^hiiia Parvati legg/nSJ'Nal Damayanti 
love-theme, Rasmanjari etc. are other popular "ffrjmfri in rTnTmii school. 
The walls of the palaces and other important buildings decorated with 
paintings give us clear idea that the rulers of the Jammu were great patrons of art. 
The former palace of the Dogra rulers, the old secretariat, is near the centre of 
town. It's a huge complex of mansions with several styles of architecture 
incorporated in its overall structure. Its walls are adorned with intricate paintings 
of flowers, creepers, birds and other decorations, and interesting motifs on the 
ceilings and walls. 
Internal walls of Dera Banda Bahadur Dwara, Reasi are decorated by fme 
paintings. Artists of Jammu school have taken the historical aspects of Sikh 
history in some of these paintings. These paintings have all the significant features 
of Pahari and Rajput schools but Jerath opines that their treatment is original that 
belongs to Jammu school. 
The collection in the Dogra Art Gallery Jammu includes over 500 paintings 
of the BasohU, Jammu and Kangra schools. The Basohli style miniature paintings 
here are of particular importance and interest. There are numerous other charming 
items of the old Dogra arts, including hundreds of exotic and exquisite Bahara 
' I Ashok Jerath, p. 130. 
'^. http://www.koausa.org nskri/unmesh/sept97.html. 
'\ Ibid. 
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miniatures. The gallery also houses a collection of sculptures, terracotta pieces, 
murals, weapons and illustrated manuscnpts. 
Amar Mahal palace built in the last century for Raja Amar Singh is home to 
some of the finest miniature paintings of the region. The palace museum has a 
family portrait gallery, a rich library and an important collection of paintings of 
the Pahari School. ^^  
Mubarak Mandi palace is one of the oldest buildings in this palace complex 
date back to 1824. The pink hall now houses the Dogra Art Museum, which has 
miniature paintings of the various hill schools. 
There seems Kashmiri-Kangra impact on indigenous talent of Jammu. 
Sansar Chand Sharma opines that there rose the necessity of constructing a huge 
building, the present Ajaibghar, to house the pieces of art. It was meant to 
commemorate the visit of the then Prince of Wales. It was designed and completed 
in haste. A hoard of decorators and floral designers were brought from Kashmir. 
They were called Kamgars. They did whole of floral work on walls and roof. After 
the completion of their work, they settled permanently in Jammu. They helped the 
local artists, who were simply figure workers, to paint pattern on their paintings. 
'^ Ashok Jerath, pp. 154 - 155. 
^- http://www.koausa.org nskri/unmesh/sept97.html. 
''• http://www.koaiisa.org nskri/unmesh/sept97.html. 
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He also says that floral designs in Jammu may also be attributed to the Kangra 
influence, brought by the artists from Kangra. Jani, Indru and Pangu - the masters 
of floral painting - represent the Kangra and Kashmiri influence on the genius of 
go 
Jammu. 
It seems that the Jammu school came to an abrupt end during the late W^ 
century. The treasure was squandered till foreign connoisseurs pointed out its 
value. Hectic efforts were then made to preserve whatever was left. Some 
purchases, made at the close of a fair, formed the nucleus of what has now grown 
into the Dogra Art Gallery, Jammu and Sri Pratap Singh Museum, Srinagar. 
RAJASTHAN AND PAHARI PAINTING 
In late 16"" Century, a new school of painting had started emerging. This is 
commonly designated as the Rajput paintings. Rajput (Rajasthani) art flowered 
under the Rajput princes. Coomaraswamy observed that Rajput paintings may be 
broadly divided into two groups, the Rajasthani and the Pahari (Hill School).^ ^ He 
has further classified the Pahari paintings in two sub groups; a northern series the 
school of Jammu (Dogra) and a southern series, the school of Kangra.'"*' 
98 
. Encyclopedia of Kashmir, p. 116. 
. A.K. Coomaraswamu, Rajput Paintings, London, 1916. p. 11. 
'°°. Ibid., p. 17. 
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Rajput painting reached its most distinguished phase in the Punjab Hills, 
where various local schools flourished during 17'*' to IQ"" centuries, particularly at 
such well known centres of Kangra, Basohli, and Jammu. 
From the small group of Buddhist miniatures of the tenth century to a 
manuscript painted at Basohli in the last decade of the 17'*' century, there is not a 
single piece of evidence to indicate the continuation of a tradition of painting in 
the hill region. The Rasamanjari, an erotic 15th century poem was painted in 
Basohli under the ruler, Kirpal Pal (1678-93)'°'. The Basohli paintings became the 
forerunners of the Pahari School and interestingly the colophons mention the name 
of the artist, the date and the provenance.'°^ 
There seems to be an amalgamation of the Mughal and Rajasthani 
techniques of painting in Kangra School. The main patrons of this school were 
Raja Ghamand Chand (1751-74) and Raja Sansar Chand (1775-1823). It would 
not be an exaggeration if Raja Sansar Chand's time is called the Golden age of the 
Kangra school. The artists felt a safe life because of the love of art and 
magnanimity of Raja Sansar Chand. The artists could concentrate on the theme 
and painted it with full devotion and absorption. 
The term "Pahari painting" generally includes paintings from the hill areas 
of the northern Himalayas, ranging between Jammu and Garhwal i.e. Basohli, 
'. Barrett and Gray, Painting of India, p. 54. 
'°l Ibid. 
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Guler, Kangra, Nurpur, Bilaspur, Manali and Kulu. A number of paintings from 
these areas, of various dates, have come to public attention during the last few 
decades. Guler is considered the place of origin of the Pahari School of painting. 
Initially, the Pahari School came up as folk art, but afterwards, it secured royal 
patronage because of its religious overtones. After improvement and refinement, it 
flourished under the name of Pahari Qalam. The Ramayana and the Bhagvata 
Parana were illustrated at Guler. The paintings frequently depicted huge leafy 
trees, pointed cypresses, flowering shrubs along gently flowing rivers, dark clouds 
pierced by serpentine lightning, and skins of white cranes heralding rains -- all 
hallmarks of the typical Guler style.'°^ 
It was in 1780, when the young Guler school entered Kangra that it came to 
be known as the Kangra Qalam. The idiom, "Kangra ki qalam", by which name 
some of the most celebrated Indian paintings are known, was first used in 1887, by 
Lockwood Kipling, the then Principal of the Mayo school of Art.'°^ Treatment of 
feminine charm and superb rendering of nature are the hallmarks of Kangra 
paintings. 
The Kangra School was the discovery of Ananda K. Coomaraswamy who 
first exhibited some paintings of this school at Allahabad in 1910. Later on in his 
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brilliant monograph on Rajput painting (1916), he gave a delightful exposition of 
their cultural background.'"^ Coomaraswamy's sensitive appreciation of these 
paintings made an immediate impression on art lovers all over the world, and the 
Kangra School was recognised as of sufficient importance to have an honoured 
place in the world of art. On the origin and development of Kangra paintings 
researches were carried on by a number of art lovers and scholars. O.C. Gangoly 
in his Masterpieces of Rajput Painting published some exquisite specimens of 
Kangra painting in 1926. N.C. Mehta in the same year published some beautiful 
specimens of paintings of the Gita Govinda series of the Kangra school in his 
work Studies in Indian Painting. A fascinating travelogue, J.C. French's 
Himalayan Art also proved to be of great value to scholars who followed him. 
As mentioned above, Kangra painting attained great heights under the 
patronage of Raja Sansar Chand. He welcomed the artists who migrated from 
Mughal courts as he was an enthusiastic patron of art and culture. He was so 
fond of paintings that several artists from different parts of north India arrived at 
his court to work under his patronage. During his reign, the Kangra style of 
painting became so captivating and popular that the artists of other states started 
. M.S. Randhawa, Kangra Paintings on Bhagvata Parana, New Delhi. 1960. p. 32. 
'°^ Ashok Jerath, Dogra Legends of Art and Culture, New Delhi, 1998, p. 104. 
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adopting this particular style. Painters were recruited, legends revived and the 
ready pliancy of Vaishnava theology to romantic needs was fully exploited.'°^ 
Raja Sansar Chand's personal religious beliefs were chiefly Vaishnava in 
nature and taking the cue from their ruler, his artists produced a dazzling array of 
illustrated masterpieces for him, the most memorable among them being the Gita 
Govinda, the Sat Saiya and the Bhagvata Parana, as well as associated folios of 
Vishnu in his incarnations as Rama and Krishna. 
Since Kangra had emerged as a strong state in the hills from 1786 to 1805, 
during this period Sansar Chand maintained a splendid court. Later, in 1820, he 
was, as reported by the English traveler, Moorcroft and Trebeck who visited him 
at Alampur, fond of drawings, had many artists in his services and a large 
collection of religious pictures and portraits."° Moorcroft and Trebeck observed: 
"Sansar Chand is fond of drawing and has many artists in his employ. He has a 
large collection of pictures but the greater part represent the feasts of Krishna and 
Balarama, the adventures of Arjuna and the subjects from the Mahabharata. It 
. F.S. Aijazuddin, Pahari Paintings and Sikh Portraits in the Lahore Museum, Karachi, 1972. 
p. 45. 
'". Ibid. 
"°. William Moorcroft and Trebeck, Travels in the Himalaya Provinces of Hindustan and The 
Punjab; in Ladakh and Kashmir; in Peshawar, Kabul, Kanduz, Bukhara, From 1819-1825, II. 
London, 1841. p. 126. 
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also includes portraits of many of the neighbouring rajas and their 
predecessors."'" 
The Kangra style at Sansar Chand's court possessed two separate groups of 
paintings. The first of these Karl Khandalavala has called the standered type on the 
basis of the profiles of the women, the nose almost in line with the forehead, long 
narrow eyes and sharp chin, no modeling of the face and the hair treated as a flat 
black mass with no shading. The women of the second group are called the 
Bhagvata type i.e., the face is well modelled and shaded so judiciously that it 
poses an almost porcelain - like delicacy. The nose is small and slightly upturned 
and the hair is carefully painted."^ 
The religious themes also stimulated literary activity. The cults of Rama 
and Sita, Krishna and Radha were the source of inspiration to many poets who 
wrote in Sanskrit and Hindi. Jayadeva, Ramanand and Kabir were among the most 
prominent ones. Malik Mohammad Jayasi completed Padmavat, his well-known 
romance in 1540 A.D. and Keshava Das, the court poet of Indrajit Shah of Orchha, 
wrote his famous love poem Rasikapriya in 1591 A.D. The Ramayana of Tulsi 
Das was the most popular book in the villages of Awadh. Bihari Lai of Mathura 
completed his Sat Sai or 700 couplets on the Krishna legend in 1662 A.D. The 
'".Ibid. 
"I Karl Khandalavala, Pahari Miniature Painting, Bombay, 1958, p. 146; Barrett and Gray, p. 
180-183. 
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Gita Govinda and the Ramayana have been illustrated both in Kangra and Basohli 
styles. Padmavati, whose story is sung by Jayasi, is the subject of a number of 
paintings."^ The Kangra artists often illustrated the popular love tales of the 
Punjab -Heer Ranjha, Mirza Sahiban and Sohini Mahival} ''* 
The central theme of Kangra painting is love, and its sentiments are 
expressed in a lyrical love, full of rhythm, grace and beauty. As Commaraswamy 
rightly comments, "What Chinese art achieved for landscape is here accomplished 
for human love""^ recurring theme of Kangra paintings, whether it portrays one of 
the six seasons or modes of music, Krishna and Radha or Shiva and Parvati, is the 
love of man for woman and of woman for man. To the artists of Kangra the beauty 
of the female body comes first and all else is secondary. It is her charms that are 
reflected in the landscape of Kangra valley."^ Women lovely in herself, but 
restless with longing, is its constant subject. In the words of W.G. Archer, the 
whole function of incidental objects is 'to match the state of hearts'. Clouds, rain, 
trees, pitchers, flowers and turrets are all introduced as poetic symbols designed to 
indicate the final crisis."^ 
. M.S., Randhawa, Kangra Valley Paintings, New Delhi, 1972, p. 15, see also. Archer, Indian 
Paintings from the Punjab Hills, p. xx-xxi. 
"*. Chandramani Singh, Centres ofPahari Paintings, New Delhi, 1985, p. 19. 
. A.K. Coomaraswamy, Rajput Paintings. London, 1916, p. 7. 
. M.S. Randhawa, Kangra paintings.. New Delhi, 1972. p.23. 
. W.G. Archer, Kangra Paintings, London, 1972. p.2. 
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Kangra painters had a deep love for nature as is indicated in their works, 
i.e., low undulating hills crowned with umbrella like pipal and banyan trees, 
mango groves and farmer's homesteads buried in clump of bamboos and plantains, 
and fresh water streams brimming with glacial waters of the Dhauladhars 
meandering through wave like terraced fields. This is how Kangra valley looks 
like, and it is mellow beauty of this landscape, which we find portrayed in the 
Kangra paintings. Mountains, rivers and forests, inspire Kangra art and the Kangra 
painters were in tune with their beautiful surroundings."* 
The Kangra artists developed penchant for painting folk motifs and their 
painting had roots in the rural life of the Punjab Hills. Women going to the village 
well carrying pitchers are a regular feature of the Kangra paintings. These are 
familiar scenes from the village life of Kangra in the 18' century. In painting 
anecdotes from Bhagavata Purana, the artists depicted everyday life in the 
villages of Kangra as they saw it. It is agricultural and pastoral life, which has 
inspired truly great art in the world, and these are the fountain-springs of Kangra 
painting. M.S. Randhawa has rightly observed: 
"Mughal technique of painting, the inspiration of Vaishnavism, the charm of 
Sanskrit poetry, the beauty of the people of Kangra valley, and the lovely 
landscape of the Punjab Hills, all these elements combined together gave us the 
. Randhawa, Kangra Paintings, pp. 36-37. 
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art known as Kangra painting. These paintings move us profoundly, for they 
touch the deep springs of life.""' 
Kangra painting is not merely a social study, but is also a visual record of 
the religious poetry, which probably exercised tremendous influence over them. In 
fact, it is a pictorial documentation of the religious ideas of the Hindus, and 
provides us the glimpse of the message that India has for mankind. Randhawa 
opines that "to know these paintings is not merely an amusement; it also enables 
us to acquaint with the basic ideas of Hindu religion which held sway not only in 
India, but very much earlier, extended in the form of sculpture to the countries of 
the Far East, like Java and Cambodia. While the saints and ascetics paid homage 
to God by penance and Bhakti, the Kangra artists paid homage to Krishna, their 
god through paintings. In these paintings we find anecdotes from the Ramayana, 
Mahabharata and the Bhagvatapurana depicted with a depth of feeling and 
reverence, which only a deep religious feeling could have inspired. Hence, a study 
of Kangra painting is not merely a study of an art, but is also a study of the 
fundamentals of the Hindu religion".'^° 
Kangra paintings up to first half of the 20"^  century was regarded as largely 
anonymous. No art historian or critic is sure about the artists who were behind the 
canvas of this school of painting. But the research carried on by different art 
"^ Ibid., p. 37, 
"°. Ibid., p. 10. 
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historians like M.S. Randhawa, W.G. Archer, B.N. Goswamy, Eberhardt Fitscher 
and others revealed the names of the number of artists. Occasionally Kangra 
paintings bear the signature of the painters. Signed paintings of Fattu and Kushala 
are available in museums and some personal collections. Some other artists 
mentioned by the art historians are Vasia and Purkhu, Pandu and Doukhu, who 
were practicing the art in the reign of Sansar Chand. But the most celebrated 
artists of this school of Pahari miniature were two real brothers, Manak and 
Nainsukh, the sons of the carpenter Seu.'^' 
Coomaraswamy says: 
"I have seen the ruins of houses formerly occupied by painters, but it is generally 
agreed that there last traces were wiped out by the earthquake of 1907 (1905); and 
probably all the pictures formerly extant in this fairy accessible district have now 
been removed and sold. I am informed, however, by Babu Samarendranath Gupta, 
that painters still practiced at Guler."'^ ^ 
A few art pieces contain the names of their creators but they are not 
sufficient to complete the mosaic image. The art critics and historians can only 
guess from the style of the paintings and the nature of their layouts. 
. Randhawa, Kangra Paintings, p.23; For painters in Punjab hills see. B.N. Goswamy and 
Eberhardt Fischer, Pahari Masters, Court Painters of Northern India, Delhi, 1997, Seu p. 211, 
Manaku. P. 239, Nainsukh. P, 267, Purkhu. p. 367, and for Fattu, Kushala, Vasia, Pandu, Dokhu 
pp. 308-319. 
'^ ^ Coomaraswamy, Rajput Paintings p. 21. 
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In art forms, as in the rise and fall of civilization, there seems to be a steady 
climb towards an apogee, which once accessed, is followed by a decline towards 
the last decade of 19"" Century. For the paintings of Kangra, there was a 
cataclysmic ending. In 1905 an earthquake killed most of the artists. As the star of 
the Pahari miniatures went into eclipse, so did most of the other schools. 
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Fig. 1: Harwan terracotta showing 
young boy dancing with joy, 4"^ - s"' 
century A.D. 
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Fig. XV: Tantric painting, 
incarnation of Shakti, 19"" century. 
Chapter III 
Catalogue of Miniatures and Banners in tlie Museum 
(a) Mughal School 
Note 
The Mughal miniatures catalogued below all belong to the late 
Mughal phase, and are apparently from the brushes of 
'bazar 'painters . 
Plate 1: Shah Jahan 
Mughal, late 18*'' century. 
Ace. No: 2842 
Size: 17x24.5 
Medium: Opaque water colour 
Golden border with black margin. 
Description: A bearded Shah Jahan wearing transparent white 
dress, red trousers and golden slippers. He is painted standing in 
profile, wearing a golden belt, which holds a dagger. In his right 
hand the emperor holds a rose, the Mughal emblem of royalty. He 
is wearing a red and sky blue plumed turban. The background is 
largely yellowish brown with shades of blue in the upper half 
depicting sky. There is a strip of green ground with flowers at the 
bottom of the painting. 
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Plate 2: Farnikh Siyar (?) 
Mughal, late 18"" century 
Ace. No: 2843 
Size: 14.5x21 cms. 
Medium: Opaque water colour 
Thick border of earthen brown colour. 
Description: Bearded Emperor standing in profile holding a sword 
with his right hand and a white rose in his left. A halo surrounds 
the head. He is wearing pinkish white dress with blue trousers and 
golden slippers. He is also wearing a golden and pinkish white 
plumed turban. There is a red dagger in his belt. The Emperor is 
shown standing in a balcony with a tiled floor and a latticed 
fence. Background is grainy light green. 
PIate3: Aurangzeb Alamgir 
Mughal, late IS'*' century 
Ace. No: 4016/1 
Size: 13x20 cms. 
Medium: Opaque water colour 
Blue floral border with golden margin. 
Description: Emperor Aurangzeb has been portrayed here as a 
white-bearded old man standing in profile with a golden halo 
around his head. He is wearing a pink dress, white trousers, 
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plumed headgear and, red and golden slippers. There is a long 
stick in his left hand and a kind of purse in his right. He is shown 
standing in a balcony with a tiled floor and a latticed fence. There 
is a row of flowers followed by a lake in the immediate 
background. Royal buildings atop hills are also shown beyond the 
lake. The sky is painted grayish blue with small cloudlets. 
Plate 4: Begum Shahanshah Babur (?) 
Mughal, late 18"* century 
Ace. No: 4016/2 
Size: 13.5x21.5 cms. 
Medium: Opaque water colour. 
Blue floral border with golden margin. 
Description: Begum Shahanshah Babur painted standing in three 
quarter view. She is wearing a golden and black dress with green 
trousers and golden slippers. She is also wearing a golden plumed 
headgear and jewellery. There is a bow in her right hand and a 
small dagger in her left hennaed hand. She is standing in a tiled 
balcony with a latticed fence. A lake may be seen just beyond the 
fence. A fort and some other structures are shown atop the hills 
beyond the lake. The sky is light blue with a trace of clouds. 
All the portraits seem to be of later Mughal period and can 
be easily differentiated from the contemporary portraits of early 
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Mughal rulers both in style and character. It seems that these are 
prototypes of later Mughal images and are erroneously identified, 
e.g., Plate No. 2 and 4. Plate No. 3 and 4 seem to be the work of 
one artist as they resemble in both in border decoration and 
technique, style and theme. 
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(b) Rajasthani School (Baramasa Miniatures) 
Six examples of such a series of paintings (Baramasa), 
illustrating poems by unknown poet, form a part of the Sri Pratap 
Singh Museum, Srinagar. This collection has not yet been 
catalogued and remains undescribed and unpublished. These 
works are of late 18"' century Rajasthani School 
Baramasa-'Thc twelve Months' is a cycle of poems 
describing the feeling and behaviour of lovers during each of the 
twelve months. Baramasa tradition can be traced back to 
Kalidasa's Ritusamhara (5'*' century A.D.)', a poem written in six 
cantos responding to the six Indian seasons: Summer, Rain, 
Autumn, Early Winter, Winter and Spring. With the evolution of 
Nayakabheda (that is showing the beloved in various moods), 
appeared the Baramasa (the twelve months of a year) motif in 
which a suitable time for love making in each month was offered." 
The earliest known Indian paintings of the months included 
in the set of illustrations of the love legend of Laur-Chanda 
(preserved in the Punjab Museum, Patiala, and in the Central 
. Ananda Krishna, Malwa Paintings, Varanasi, 1963, p. 39; R.N. Saletore, Encyclopedia of Indian 
Culture. IV, New Delhi, 1984, p. 1252. 
^ . Ibid. 
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Museum, Lahore) are from central India. Randhawa argues that 
they closely resemble the Chaurapanchasika series of paintings of 
1550 A.D.^ 
There are two complete series of paintings illustrating the 
seasons, very similar in style, in the Lahore Museum. They are 
among the earliest known Rajasthani paintings. 
We are informed that artist Bikham has depicted various 
seasons in this order in the illustrations of Rasiktak (1435 A.D.), 
composed during Maharana Kumbha's reign (1433-68 A.D). 
Baramasa has been the favourite theme of religious and 
secular poetry of the Punjab and in the ballads of East Bengal. 
Most probably the earliest reference to Baramasa is by Guru 
Nanak (1469-1538) in which there are vivid descriptions of the 
beauty of Nature apart from remembrance of God. Guru Arjan's 
(1581-1606) Baramasa in the Guru Granth is remarkable for its 
mystic flavour. In the poetry of Bulehshah (1680-1752), the well-
known Sufi mystic poet, there are interesting descriptions of the 
. M.S. Randhawa, Kangra Paintings on Love, New Delhi, 1962, p. 132. 
. Rajput Paintings with an Introduction and Notes by Basil Gray, London, p. 8. PI. 3, n.d. 
' . R.K. Vashishta, Art and Artists of Rajasthan, New Delhi, 1995, pp. 59 - 59. 
. Kangra Paintings on Love, p. 133 
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months. In Punjabi folk songs also Baramasa is a favourite 
theme.^ 
The paintings of Baramasa have been produced nearly in all 
the thikanas of Mewar. These are also found among wall-
paintings. Erotic paintings at the Krishna-Niwas palace, Jatulal 
Jadia and Bapna mansions, Salumber, Devgarh, Kelwa, Radnor 
Q 
and Gangapur belong to this category. 
Among the themes of Rajput paintings we must not omit to 
mention the seasons, as described in the Baramasa poems of the 
Hindi poets. An example of such a series of paintings, illustrating 
poems by Kesava Das, forms a part of the British Museum MS. 
Add. 26550. Coomaraswamy argues that these works are of the 
19"^ century.^ 
Baramasa paintings were deeply influenced by the warm 
sensuousness of the Vaishnava movement, which preached the 
religion of love and devotion. The love which the Hindi poets 
have extolled is not parental love, but the love between beloved 
and lover--as passionate yet selfless a love as that of Radha for 
Krishna. The love of Radha for Krishna is the ideal love and this 
' . Ibid., p. 59 
'*. Ibid. 
. A.K. Coomaraswamy, Rajput Painting, London, I, 1916, p. 69. 
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feeling has inspired the common people in their conjugal 
relationship. It is for this reason that whenever lovers are shown 
in the Nayaka-Nayika and Baramasa pictures, they are depicted as 
Radha and Krishna with a deep symbolism of the soul's yearning 
for union with the eternal and absolute.'° 
The twelve months of the year, Baramasa, provide a 
delightful theme to the Hindi poets, and their descriptions are still 
read with joy. An account of the twelve months is given by 
Kesava Das in the tenth chapter of the Kavipriya, and he describes 
the life of the people in different seasons, their ceremonies and 
r i tuals ." 
Baramasa has been a favourite theme with the Pahari 
painters also. The Kangra painters have rendered in colour and 
line the word pictures of Kesava Das. There is a set of twelve 
paintings dating from the reign of Maharaja Sansar Chand (1775-
1823), in the collection of the Raja of Lambagraon in which the 
Baramasa of Kesava Dasa is illustrated.'^ However, paintings do 
not bear the name of any artist. Randhawa has reproduced four 
'" . Veena Shekar, "Indian Miniatures: an Introduction" http//ineadew.nic.in/culture/art/gai.htm> 
. Kangra Paintings on Love, p. 133. 
'^. Douglas Barrett and Basil Gray, Painting of India. Cleveland, 1963, pp. 183, 186,191. 
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plates of these paintings in his work Kangra Paintings on Love^^ 
He has also dated them to 1790 A.D., the period when Sansar 
Chand was at the peak of his glory.''* 
Miniatures: 
Plate. 5: The month of Bhadon (August-September) 
Rajasthani (Bikaner School), late 18"" century 
Ace. No.: 2845/1 
Medium: Opaque water colour on paper 
Size: 17x20.5 cms. 
Unpublished 
Description: The painting illustrates the rainy season of Bhadon. 
The lovers, i.e. Radha and Krishna standing in a balcony of a 
house, pointing towards a half crescent moon. Bhadon is the 
month of lovers. In the cool and fragrant breeze of Bhadon, lovers 
who are united watch the dark rolling clouds and the occasional 
flashes of lightning. 
Translation of the doha inscribed on the top margin of the 
painting:'^ 
' \ Kangra Paintings on Love, Pis. XXI, XXII, XXIII, XXIV. 
'^  . Ibid 
76 
'A creeping sound of the tree starts in the rainy season of 
the Bhadra of the year, in this (season) husband-wife make 
merry at dense huge grove' . 
Plate 6: The month of Asvina {Asojd) (September-October).^ .^ 
Rajasthani (Bikaner School), late 1 8 " ' c e n t u ^ ^ * ""^ 
Ace. No.: 2845/3 
Medium: Opaque water colour on paper 
Size: 16.5x20.5 cms. 
Unpublished 
Description: The month illustrated is Asvina (Asoja). The rains 
have ended. The atmosphere is freed of dust and haze. The sky is 
clear with full moon and illuminating stars. The autumn moon 
shines with unusual brilliance and the souls of the lovers are 
filled with its radiance. Happy are the lovers who are together on 
the full moon night of October. Radha and Krishna are depicted 
seated on a carpet. On right side of the painting a female 
attendant is seen with chamor. Two female musicians, one with 
dholak and another with sitar are entertaining the lovers. 
'^  Here I thankfully acknowledge the help extended to me in deciphering Rajasthani text by 
Professor Pushpa Prasad and Professor B. L. Bhadani, Department of History, Aligarh Muslim 
University, Aligarh. 
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Translation of the doha inscribed on the top margin of the 
painting: 
'The Asvina, the pleasant (one) is the first month of the 
winter season, in which, Radha and Krishna both enjoy.' 
Plate. 7: The month of Chaitra Vasanta (March-April) 
Rajasthani (Bikaner School), late IS'*" century 
Ace. No.: 2845/5 
Medium: Opaque water colour on paper 
Size: 16.5x20.5 cms. 
Unpublished 
Description: The painting illustrates the month of Chaitra. 
Lovers represented by Radha and Krishna are seated on a chauki 
and in the background clear azure sky and green trees are shown. 
The lady is describing the charm of Chaitra, and exhorting her 
lover to remain at home. Two female musicians, one with dholak 
and another with sitar are entertaining two lovers. One more 
female attendant having chamor in her left hand can also be seen. 
Translation of the doha inscribed on the top margin of the 
painting: 
'It is said that before the month of Caitra in Vasant season, 
the newly wedded husband and wife, enjoyed every lovely 
thing. 
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Plate. 8: The month of Pausha (December-January) 
Rajasthani (Bikaner School), late IS"" century 
Ace. No.: 2845/8 
Medium: Opaque water colour on paper 
Size: 16.5x20.5 cms. 
Unpublished 
Description: The month illustrated is Pausha, when it is intensely 
cold in north India. The lovers again here shown as Radha and 
Krishna are both in warm cloths sitting in a little hut, with a 
brazier in front of them. On left side of the painting, two female 
musicians are seen entertaining them. One more lady on right side 
can also be seen. 
Translation of the doha inscribed on the top margin of the 
painting: 
'The month of Pausha is again described as the snowy 
season, both Radha and the son of Nanda (i.e., Krishna) are 
enjoying'. 
Plate. 9: The month of Phalguna (February-March) 
Rajasthani (Bikaner School), late 18"* century 
Ace. No.: 2845/9 
Medium: Opaque water colour on paper 
Size: 16.5x20.5 ems. 
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Unpublished 
Description: Phalguna is the month of love, and the lovers long 
for Phalguna as the dark night longs for the full moon. The lovers 
shown here are Radha and Krishna. Krishna has put his left arm 
on the shoulders of the Radha and looks at her fondly. Krishna 
rubbing gulal, the red powder on Radha's face. In the picture 
some females, palms of their hands dyed red with henna are 
playing Holi with Radha and Krishna. 
The translation of doha inscribed on the top margin of the 
painting: 
'The month of Phalgun is belonging to Shishir season. 
During this month the song of the festival i.e., phaga is sung 
and Radha and Krishna (i.e., Brija Raja) both play the Holi 
at Kunja Vana'. 
Plate. 10: Month of Baisakha (April-May) 
Rajasthani (Bikaner School), late 18"' century 
Ace. No.: 2845/10 
Medium: Opaque water colour on paper 
Size: 16.5x20.5 cms. 
Unpublished 
Description: The painting illustrates the lovers Radha and Krishna 
seated on a chauki in the palace. Two female attendants are seen, 
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one having hand fan in her hand, which signify it being the hot 
month of Baisakha. 
Translation of doha inscribed on the top margin of the 
painting: 
'According to Kamadeva (Ratiraja) if there is a palace in the 
(month) of Vaisakha; (there) a woman beloved of (her) 
husband has wish to enjoy in it ' . 
The Baramasa miniatures of Rajasthani School at Sri Pratap 
Singh Museum, Srinagar are unsigned. All miniatures understudy 
are unascribed and bear no names of artists. The recurring theme 
of these paintings is that of love. The lovers represented by Radha 
and Krishna are depicted enjoying the vagaries of season. The 
depiction of the activities such as meeting throughout the seasons 
of the year have been depicted with their erotic feelings in tune 
with the supporting background. In one season the duo is depicted 
thoroughly drenched in rain, in the summer exasperated by the 
heat and in the enchanting and captivating environment of the 
autumn exhilarating in the favourable season. They have been 
presented in a spirit and playful mood. The sentimental moods, 
forms and postures have been given a concrete form in the 
depictions of these Baramasa paintings. 
The Baramasa miniatures of Rajasthani School, which are 
presented above, are generally of the same style, which depict the 
love of Krishna for Radha in different seasons of the year. 
The striking similarity in style seen in all the above miniatures 
suggests that these were possibly executed by one artist. His 
stereotype figures and the horizon being suggested by a sudden 
drop of landscape bear affinity with Bikaner School of late 18"^ 
century. Here the system of vertical perspective is followed where 
various figures are arranged in direct view in an ascending order, 
and carpets, tanks etc. are drawn from bird's-eye view, it was a 
general method of composition in Rajasthani painting. Of course, 
there emerged decadence in painting in the second half of the 18' 
century, and the painters simplified the figures and reduced the 
palette. It marked the degeneration of the Rajasthani painting, 
which slipped to mannerism. During this period the decorative 
basis of Rajasthani painting is explicit, and the style is un-
naturalistic. The figures set in conventional landscape depict an 
ornate form and linear details. The significance of the miniatures 
under scrutiny lies in their being the representative of the last 
stage of Rajasthani painting. 
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(c) Jammu School 
Note 
Krishna is the eighth incarnation, or avatar, of Vishnu. The 
adorable Krishna came to earth as a human in order to fulfill his 
divine purpose: to kill the demon ruler, Kansa. But first, he had to 
be born and grow up. It is the stories of Krishna's mischievous 
childhood, and his romantic youth among the cowherds and dairy 
maids of Vrindavan (the village where he grew up), that mostly 
supply the subjects for the many paintings of him in Indian art. As 
the myth tells it, the gopis found Krishna's flute playing so 
irresistible that they were lured out of their homes to join him. In 
Hindu religion, the affect of Krishna's flute on the gopis 
represents the longing of the human soul for union with the 
divine. These paintings from the Jammu school describe Krishna's 
birth in prison, his childhood, killing of demons, Kansa's court 
etc. 
Plate. 11: Birth of Krishna in prison and showing his advise to parents. 
Jammu, Early 19 century 
Ace. No: 1970/A 
Medium: Opaque water colour on paper 
Size: 26x22cms. 
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Description: Devaki and her husband Vasudeva are shown in the 
prison of Kansa's palace. It was foretold that a son of Devaki 
would destroy Kansa. To forestall his doom, Kansa kept both of 
them confined in a prison and ensured that the first six children 
whom Devaki bore were put to death. Seventh child was 
miraculously transferred from her womb to that of Rohini (second 
wife of Vasudeva). This child was Balrama. 
The painting depicts the birth of Krishna, S'*' child of 
Devaki. Vasudeva and Devaki are shown with Krishna. Also the 
prison guards are seen falling into a profound slumber. Three 
more ladies are also shown, in the painting, who are asleep. On 
the left side of the wall of the prison a peacock is seen. 
Background of the painting depicts dark night possibly because 
Krishna was born in the night. 
Plate. 12: Depicts king Kansa dashing on stone his sister's daughter. 
Jammu, Early 19"' century 
Ace. No. 1970/B 
Medium: Opaque water colour on paper. 
Description: The painting depicts two related scenes. In the first 
scene on the right hand king Kansa is shown snatching Devaki's 
daughter from her. The second scene shows Kansa dashing the 
infant baby on a stone. Kansa is accompanied by a number of 
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armed soldiers. Devaki has female attendants sitting around her 
bed. Vasudeva is shown grieving in a small chamber adjacent to 
Devaki 's room in the prison. The walls of the palace prison are 
painted pink and white. The background inside Devaki's room and 
Vasudeva's chamber is grey. Open light blue sky may be seen on 
the upper left side along with some green trees. Both the outer 
and inner courtyards are painted green. The door leading to 
Devaki 's chamber is black and is guarded by two armed soldiers. 
Both Kansa and Vasudeva are wearing golden crowns. The 
architecture is dominated by rectangles. 
Plate 13: Vasudeva (father of Krishna) exchanging his son with the daughter 
of Jasoda. 
Jammu, Early 19"^ century 
Ace. No: 1970/C 
Medium: opaque water colour on paper. 
Size: 27x23cms. 
Description: The painting depicts Vasudeva who had quietly 
entered the house of Nanda in dark night lighted by large number 
of soft stars and is exchanging his son with the new born daughter 
of Jasoda. The sleeping men and women in the houses adjoining 
Nanda's create a mid night atmosphere and one can almost feel 
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the silence of the night. The guards and the female attendants are 
also shown in a state of profound slumber. 
Plate. 14: King Kansa giving orders to his demons 
Jammu, Early 19'*' century 
Ace. No. 1970/D 
Size: 27x21.5 cms. 
Medium: Opaque water colour on paper 
Description: King Kansa is depicted sitting on a four-legged 
chowki against a large dark grey bolster. The chowki in turn is 
placed on a cream coloured carpet having green border. The scene 
depicts Kansa giving orders to a number of demons to kill 
Krishna. The demons are shown standing in front of Kansa, and 
the female demon Putna is shown sitting in front of him. A male 
attendant is shown waving a yak tail standing just behind Kansa. 
He also holds a black sword in his left hand. The scene is of a 
courtyard. The great sage Narada is shown flying on the upper left 
side of the painting against the light blue sky. Background is grey 
on the right side, and pink and green on the left side. 
Plate 15: Krishna and Balrama being bathed by Jasoda. 
Jammu, Early 19'^ century 
Ace. No: 1970/E 
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Medium: Opaque water colour on paper. 
Size: 25x22cms. 
Description: Painting depicts Jasoda giving Krishna a much-
needed bath. She holds the child Krishna, who is on a chowki 
before her. Two maids both in red dress stand before her. The 
nearest one pours water on Krishna's back from a lota. Several 
maid attendants also watch the scene. The other infant Balrama, 
whose one hand is picked by a maid, looks at Krishna, his younger 
brother with affection. Krishna's foster father Nanda is also seen 
in the painting. On the left side of painting one can see a male 
attendant who comes from byre with a cow and a calf. Clear sky 
depicts the daytime. 
Plate 16: Krishna and Balrama in the lap of their father. 
Jammu, Early 19"^ century 
Ace. No: 1970/F 
Medium: opaque water colour on paper. 
Size: 27x21.5cms. 
Description: This painting is also in two parts; one part shows 
Krishna and Balrama in the lap of their father. Krishna looking 
towards his father eagerly wearing yellow silk dress. Balrama in 
deep blue dress is looking towards his younger brother Krishna. 
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Two ladies are seen sitting in front of Nanda besides a lady can be 
seen at the back of Nanda. 
The part second of the painting depicts demoness Putna, who 
had obviously come to kill Krishna and instead got herself killed. 
Yokels are dealing with the dead body. Two of them carrying axes 
in their hands for cutting her hands and other parts of the body. 
Pyre is being built up in a practiced routine way. One part of the 
body is seen kept on the pyre and flames of smoke are also seen 
there. 
Plate. 17: Depicts throwing of milk by cowherd boys and girls. 
Jammu, Early 19'*^  century 
Ace. No. 1970/G 
Medium: Opaque water colour on paper. 
Description: The painting depicts the throwing of milk by 
cowherd boys and girls of Vrindavan to celebrate the birth of their 
chief Nanda's second son, Krishna. On left side Jasoda is shown 
sitting cross-legged on a bed inside her chamber with blue 
skinned infant Krishna in her lap. Opposite her is shown her elder 
son Balrama sitting in the lap of her maid. Jasoda wears a red 
skirt and a pink dupatta. On the right side a large number of 
milkmaids and cowherd boys are shown celebrating in the open 
green field. Nanda is also shown celebrating with them. He is 
shown standing on the extreme left side of the crowd just outside 
Jasoda's chamber. There is a small pond with lotus leaves on the 
lower left corner of the painting. The background is largely green 
with a broad strip of cloudy blue sky. 
Plate.18: Jasoda giving milk to infant Krishna & Krishna sucking milk from 
the breast of Putna and killing her. 
Jammu, Early 19"^ century 
Ace. No: 1970/H 
Medium: Opaque water colour on paper. 
Size: 25.4x22.8 cms. 
Description: The painting is in two parts. In one part one can see 
Jasoda giving milk to healthy blue infant Krishna. Balrama, his 
elder brother who is seen in between two ladies, looks at Krishna. 
Second part of the painting shows Krishna sucking the breast of 
Putna, who had ostensibly come to kill Krishna and got killed 
instead. One man and two ladies are shown flapping their arms to 
get hold of Krishna. Background of the painting depicts clear sky. 
Plate.l9: The servants of king Kansa taking milk pots on their head. 
Jammu, 19"^ century. 
Ace. No. 1970/1 
Size: 27.5x22cms. 
Medium: Opaque water colour on paper 
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Description: The painting shows milk being brought to Kansa's 
palace on bullock carts and carried inside by cowherd boys on 
their heads. All of them are naked except for a loin cloth and a 
long hood like garment. Kansa is shown sitting on his throne, 
wearing a golden crown and a white dress, engaged in talking to 
his nobles standing in front of him. On the left side sitting on a 
mat outside the palace Vasudeva is shown talking to Nanda, most 
likely enquiring about the well being of his son Krishna. The 
background is largely green. A hillock full of trees is shown near 
the upper left corner depicting the forest. A small strip of blue 
sky can also be seen at the top. 
Plate.20: Radha and Krishna 
Jammu, 19^ *^  century. 
Ace. No. 2303 
Medium: Opaque water colour on paper. 
Green floral border. 
Description: Krishna sitting on a four-legged golden throne, 
against a green bolster. He is wearing a golden crown, red 
pyjamas and golden upper garment. Behind him is shown Radha in 
standing posture, wearing a long golden dupatta, and long pink 
see-through dress and dark green pyjamas. She is waving a yak 
tail. The scene is of a courtyard. In the background, on the left 
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side, can be seen green trees and blue sky. The painting shows a 
good sense of direction and proportion, and realism. The painter 
is perhaps influenced by the works of the Company school 
painters. 
Plate.21: Krishna in Jasoda's lap. 
Jammu, Early 19"* century 
Ace. No. 2315 
Medium: Opaque water colour on paper 
Yellow dotted border 
Description: Jasoda is shown sitting on an octagonal chowki of 
golden colour against a large red bolster. She holds the infant 
Krishna in her lap. She is wearing a pink dress and a yellow 
dupatta, and the usual jewelery. Six maids can be seen attending 
her. Three of them are in red dress, one is in pink, one in yellow, 
and one sitting in the foreground is in green. The scene is of a 
closed room with a French window forming the immediate 
background to Jasoda. Some dense green trees can be seen from 
the window. In the foreground are some golden vessels strewn on 
the yellow-carpeted floor. The rest of the background is grey. 
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Plate.22: Birth of Krishna in prison 
Jammu, Early 19"' century 
Ace. No: 2360 
Medium: Opaque water colour on paper. 
Size: 29x23.5cms. 
Description: Like plate 11, this painting also depicts birth of 
Krishna in prison. Krishna is cloud-coloured, moon-faced, lotus-
eyed, girdled with a robe of yellow silk and a golden crown. His 
four arms were holding the conch-shell, the discus, the lotus and 
the club. On seeing him Vasudeva and Devaki are shown 
worshipping him with folded hands for they realised that he was 
an incarnation of Vishnu. Here again the prison guards are shown 
in deep sleep. The four ladies who are seen inside the prison are 
also asleep. Peacock here is shown on the roof of the prison. 
Background of the painting is light grey. 
Plate.23: Krishna and Balrama's encounter with wrestlers 
Jammu, Early 19"" century 
Ace. No. 2394 
Size: 25x20cms. 
Medium: Opaque water colour on paper 
Black border with floral decoration. 
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Description: In the stadium, Kansa is sitting on the throne. Huge 
crowd is seen had gathered in the stadium to see the wrestling 
competition. Ceremony started on the order of Kansa, Chanur and 
Mustika, two of Kansa's dreaded wrestlers, expressed their desire 
to wrestle with Krishna and Balarama. Krishna wrestled with 
Chanur and Balarama with Mustik. All the arts of wrestling are 
perfectly exhibited by the parties, as each tried its best to defeat 
the opponent. But the audiences in the wrestling arena were not 
satisfied because the combatants did not appear to be equally 
matched. Krishna and Balarama are seen to be mere boys before 
the wrestlers who are huge men. The wrestling match is not yet 
over and Krishna and Balarama have not killed them yet. In the 
foreground Krishna is seen attacking the bull demon. 
Plate.24: Krishna with his flute. 
Jammu, 19'^ century. 
Ace. No.: 2831/6 
Medium: Opaque water colour on paper. 
Size: 22xl6cms 
Red border with floral decoration 
Description: Krishna is depicted wearing yellow silk dhoti with a 
peacock feather on his head and a garland of flowers in his neck. 
He is shown carrying lotus and flute in his right and left hands. 
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He is shown playing iiis legendary flute obviously on the bank of 
river Jamuna, the magic music of which seems to fall in the ears 
of the cows. However, Radha and the accompanying maidens do 
not appear in this picture like they appear in numerous hill school 
paintings. 
Plate.25: Krishna playing flute 
Jammu, Early IQ'*" century 
Ace. No. 3023 
Medium: Opaque water colour on paper. 
Description: Krishna is painted standing on one foot on a lotus 
under a large green tree, playing his magic flute on the banks of 
River Yamuna, surrounded by two gopis and three cows. Krishna 
is shown wearing a golden peacock crown. There is a red halo 
forming the background to his head. He is wearing a yellow dhoti. 
A black transparent gown hangs from his shoulders. In the 
background can be seen small brown hillocks and light blue sky. 
Branches of some other trees can also be seen. The cows are 
depicted in such manner that it seems they are listening to 
Krishna's flute very intently. The gopis are shown standing before 
Krishna with folded hands in great reverence. 
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Plate 26: Portrait of Maharaja Ranbir Singh 
Jammu,late 19"" century. 
Ace. No. 280. 
Size: 245 x 150 cms. 
Oil portrait. 
Description: Maharaja Ranbir Singh (1857-1885) of Jammu and 
Kashmir seated on a golden chair. He has sword in his right hand, 
pointing down wards. He is wearing blue and pink dress, which 
has golden embroidery on it. He is also wearing a parrot green 
shalwar (loose trousers). He is bearded and has a bejeweled turban 
on his head. On the upper left corner the view of River Tawi can 
be seen out of the window. 
Plate 27: Portrait of Ram Singh. 
Jammu, early 20"' century. 
Ace. No. 1169. 
Size: 215x150 cms. 
Oil portrait. 
Description: the portrait is of Ram Singh, son of Ranbir Singh. 
Maharaja of Jammu and Kashmir. He is shown seated on a red 
sofa with his right arm resting on a table. He is wearing a 
decorated red coat and black tights. He is in shining black long 
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boots. A golden sword is reclining against his left leg. He is 
wearing a white turban. 
Note on Style and Technique: 
The miniatures of Jamn\u school at Sri Pratap Museum, 
Srinagar are unsigned. The anonymous artists seem to be inspired 
by the legends of the Bhagvata Parana. On the basis of colour 
scheme one can distinguish the miniatures of Jammu school from 
other contemporary centres of hill paintings. The use of gold 
pigment to highlight the ornamentation is one such characteristic. 
Further, the Jammu artists used sombre tones as against the 
brighter ones, used by the artists of other hill schools. Dark 
green, blue, yellow, mauve are the major pigments used by Jammu 
artists. 
Except plate 24, 25, 26 and 27 above, all the paintings have 
one important point in common, i.e., they consist of Palace 
scenes. Archer in his work Indian Paintings in the Punjab Hill 
Essays has published some other pictures of Raja Balwant Dev's 
court, where the subject of Palace scene is the main theme.'^ 
'^ Archer, W.G., Indian Painting in The Punjab Hill Essays, London, 1952, pp, 55-57, pls.36-39. 
96 
The miniatures of Jammu school, which are presented above, 
are generally of the same style, which depict Krishna's birth, and 
his childhood. Plate 14 (above) seems largely to be the work of 
another artist and it differs from other miniatures in context of its 
border decoration, and treatment of theme. 
Narrow head and slim body catches the glimpse of Jammu 
style. Ladies are shown well covered with garments. The very 
balanced body depicting the perfect bodylines speaks the accumen 
of the artists. Figures are depicted in their traditional dresses, 
which testify to the fashion and sartorial habits of the people of 
those times. 
Human images both male and female appear ideal in 
features- the icons relate to the art of Kangra School. The figures, 
generally drawn in direct view are mostly represented in rigid 
profile, however, front views do appear rarely. To enliven the 
figures, the artists employ gestures of hands and often the facial 
expressions. Otherwise, the figures appear stereotype and 
expressionless. There is no attempt at modeling and shading; and 
therefore, figures appear flat. It is also true in case of the 
representation of buildings, which invariably appear flat, and in 
tilling effect. Thus, the whole effect is decorative in nature; and 
hardly, there is an evidence of naturalism. 
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The compositions are generally simple and symmetrical in 
setting. 
All miniatures under study are un-ascribed and bear no 
names of artists. Only on the grounds of style, these may be 
grouped as the work of different artists. Most likely, it could be 
suggested that there was no practice of an artist 's name being 
given on his respective work at the Jammu centre of painting. 
The border decoration in Jammu miniatures, too, is 
uncommon; the rare specimens of it exhibit narrow bands of 
decorative margins comprising stylized versions of floral patterns. 
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(d) Basohli School 
The following information, specific to Basohli, supplements 
what has been said in Chapter II on Pahari Painting. 
Basohli was an important state, twenty miles long by fifteen 
miles wide, bounded on the south by Lakhanpur, on the west by 
Jasrota, Bhada and Mankot, on the north-west by Bandralta, on 
the south by Bhadrawah, on the east by Chamba and on the south-
east by Nurpur. Founded as an offshoot from Kulu in the 8'^  
century,'^ its capital was Vellapura (Balawar, Balor) until 1630 
A.D.'^ Present day Basohli is magnificently situated in the district 
Kathua of Jammu on a steep hill on the right bank of the river 
Ravi. 
How and when painting came to be practiced in Basohli 
remains largely conjectural. A clue may exist in the friendship 
between one of the Mughal prince, Dara Shikoh, the art-loving 
son of Shah Jahan (1627-1658) and the Basohli state. In the year 
(1640) when Sangram Pal had been summoned to the imperial 
court of Delhi, Dara Shikoh had fondly inscribed and presented an 
album of paintings to his wife Nadira Banu Begum, and although 
' W.G. Archer, Indian Paintings From The Punjab Hills, New Delhi, 1972, p. 16. 
'^  M.S. Randhawa, Basohli Paintings, New Delhi, 1959, p. 16. 
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Sangram Pal was only twelve years old at the time and remained 
on this occasion at the court for no longer than a year, he was 
young and probably quite . impressionable. That he was also 
independent-minded was revealed in his later years when he 
supplemented the traditional worship of Shiva and Devi in Basohli 
with an ardent Vaishnavism. Early Basohli painting begins, like 
some introductory libation, with a series painted during his reign 
to honour the Devi.'^ 
The beginning of Pahari painting was in the reign of Raja 
Kirpal Pal of Basohli state, who ruled from A.D. 1678 to 1695. He 
was not only a great devotee of Vishnu but also learned the 
Dharmashastras and was fond of literary compositions such as 
Bhanudatta 's Rasmanjari which deals with the " hero-heroine" 
theme, the Ragmala, the manife'Jtations of Devi, the Bhagvata 
Purana and other literary compositions.^*^ Rasmanjari (Bouquet of 
Delight) was illustrated in a series of paintings from 1670 to 
1695, mostly by the artist Devi Das. The Rasmanjari sheds 
interesting light on the prevailing social conditions. 
" F.S. Aijazuddin, Pahari paintings and Sikh portraits in The Lahore Museum, Karachi, 1977 
p.3Pl. I(i-iv). 
°^ Pratapditya Pal and Saryu Doshi, eds., A Collector's Dream, Bombay, 1987, p. 143. 
'^ M.S. Randhawa, Indian Miniature Painting, New Delhi, 1981, p.89. 
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Previously the Basohli paintings were known as Tibetan as 
some paintings with deep red borders and painted in yellow, blue 
and red colours were sold in Amritsar market with a Tibetan 
22 
name. 
The credit of first large scale survey of Basohli paintings 
goes to M.S. Randhawa who reproduced thirty-eight examples in 
colour and four in black and white. He also distinguished Basohli 
paintings proper from related or parallel schools in Kulu, Nurpur, 
Mankut and Jammu. 
It was also believed that the origin of Basohli paintings is 
Nepal. On the origins of painting in Basohli, Randhawa 
contradicted all claims to Nepal, owing first to its remoteness 
from Basohli and secondly because of lack of geographical 
contiguity i.e., lack of social, religious, political and cultural ties 
between the two states. ' 
The Basohli paintings are enriched with warm colours 
showing enamel like effect, a spacious composition with only a 
few figures as in early Rajasthani and a primitive charm and 
force. V.S. Agrawala pointed out that large blossoming eyes, full 
B.N. Goswamy, "On 'Tibeti' Paintings From the Punjab Hills" in Kusumanjali: New 
Interpretation of Indian Art and Culture ed., M.S. Naganraja Rao, Vol. II, Delhi, 1978, o. 401. 
23 M.S. Randhawa, Basohli Paintings op.cit. pp. 11-14. 
101 
raised cheeks, receding foreheads and tall powerfully built figures 
make the Basohli pictures unique and independent.^'* 
Basohli paintings have an individuality of their own, and 
they are easily distinguished from Kangra and Rajasthani 
paintings. Though they lack the subtlety, delicacy and refinement 
of the Kangra style, they have vigour and the quality of 
simplicity. The painter states all the facts clearly in the boldest 
and broadest manner. The borders of the paintings are deep red 
and sometimes yellow. Some paintings bear Takri inscriptions on 
top of the red borders. Randhawa rightly says that 'while the 
beauty of the Kangra paintings lies mainly in its rhythmic line, 
the charm of Basohli painting is in its colour appl ied ' . ' The 
colours are used symbolically. 
Plate 28: Nayika talking to her companion 
Basohli, late 17'^ century 
Ace. No. 1970/M 
Gouache on paper. 
Red border inscribed at the top in Takri characters. 
Indian Miniatures, An Album, Introduction and Description of Plates by V.S. Agrawala. 
Department of Archaeology, Govt, of India, 1961. p.7. 
25 Randhawa, Basohli Paintings, p. 26-27. 
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Description: Nayika sitting on a floral carpet against a large green 
bolster inside the balcony is talking to her companion, who is 
shown standing outside and pointing towards the colourful grove 
behind her. Both ladies are shown in multi- coloured dresses and 
both are richly bejeweled. Their hands and feet are coloured with 
henna and their long tresses are shown hanging on their shoulders. 
The balcony is richly decorated with floral patterns. It has a 
couple of turrets on the top and a plinth projecting outward into 
elephant head. The background is largely reddish purple. A strip 
of blue and silvery sky can be seen at the top. 
Plate: 29: The vigil of the Expectant heroine (Utka nayika) 
Basohli, late \1^^ century 
Ace. No. 1970/N 
Size: 24x33 cms. 
Medium: Gouache on paper. 
On front takri characters on top border, the nayika who is 
unhappy at her place of tryst being ruined) 
Description: Nayika is painted tall and lissome, large eyed, 
slender-waisted, broad hipped, covered elegantly from head to toe 
with finery and ornaments, looks young and shy. The dress she 
wears is the familiar choli and skirt with a scarf. This is the 
painting of Utka or the expectant heroine, who is waiting at the 
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trysting place near a big tree with emerald green leaves. Her 
anxiety is greatly aroused at her lover's inability to keep his 
appointment with her at the promised hour. Grey background with 
six trees in different positions and at the top a broad band of blue 
and white sky. 
Plate. 30: The proud Beauty 
Basohli, late 17"' century 
Ace. No. 1970/O 
Gouache on paper. 
Red border with thin silver margin. Inscribed at the top in takri 
characters. 
Description: The heroine is depicted with brief red bodice, and 
pink and white skirt sitting on a yellow carpet with green bolster 
and converses with a companion. Each has long strands of 
straggling hair. Behind them is a pale grey wall, in the centre of 
which is a small black doorway. Below them is a black plinth, 
ending in a projecting monster's head. Three grey turrets are 
painted on top, and has a yellow background with a narrow strip 
of silvery sky. To the right are grove of trees with yellow, green, 
red foliage, and white, brown and pink trunks. Parrots and other 
birds are shown perching on the branches. Cranes, peacocks and 
pigeons can also be seen here. The heroine is waiting for her 
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beloved. Her companion invites her to walk with her in the 
flower-decked park full of the songs of bird. But the heroine 
replies gently: 'We must not disturb the birds in their paradise' . 
Published by Francis Brunei, Splendour of Indian Miniatures, New 
York, n.d., PI. 77. 
Plate. 31: Devi adorned by Brahma 
Basohli, late H'*' century. 
Ace. No: 1970/S 
Gouache on paper. 
Red border, with thin silver margin. Inscriber at the top in takri 
characters. 
Description: Painting depicts the four-armed goddess Kali in her 
glistering form, dark as the clouds are, seated cross-legged on 
lion skinned demon. The goddess carries the shankha (conch), the 
padma (lotus), the gada (mace) and sword in her four hands. 
The painter has rendered the goddess brilliantly here. She is 
richly bejeweled with countless strings and strands of pearls 
adorning her body along with gold necklaces and bracelets and 
armlets and snake around her neck. She is bare breasted, but the 
lower part of her body is clad in a finely patterned gold-bordered 
scarlet red skirt. Her third eye is shown with much prominence by 
the painter. Standing on her right, as a devotee offering homage, 
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is the highest of the gods, Brahma, four-headed and four-armed, 
carrying a manuscript and a vessel with sacrificial water. 
Background is painted pinkish grey with a strip of blue and 
silvery sky at the top. 
Plate 32: DeviSharda 
Basohli, late 1?"' century. 
Ace. No: 1970/P 
Red border, with thin silver margin. 
Gouache on paper. 
Description: The greatest of the gods, Brahma, Vishnu and Shiva 
stand facing her. Shiva touching her feet and Vishnu and Brahma 
both their hands folded in obeisance. Goddess has killed the 
demon; stains of blood are seen on his body. Devi seems to be 
completely lost in herself, not even sparing a glance for Brahma, 
Vishnu and Shiva. Four-armed and blue skinned goddess is in 
standing posture. She carries a bowl, trishul, dumroo and sword in 
her four hands. One side of trishul is touching Shiva's head. 
Painter has rendered the five figures in this work; every one is in 
perfect character. Four-headed and four-armed Brahma is holding 
a manuscript and a sacred water pot. Vishnu with his body dark as 
the cloud and Shiva with his three eyes, matted locks, fair 
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complexion, a snake around his neck, the disc shaped kanphata 
order in his ears, and a tiger skin around his loins. Background is 
yellow and at the top strip of blue sky is also seen. 
Plate. 33: The goddess Durga.enthroned. 
Basohli, late l?**^  century. 
Ace. No. 1970/R 
Size: 17x20 cms. 
Medium: Gouache on paper. 
Description: The goddess Durga, seated on a golden throne, 
wearing a crown surmounted by three pink lotus buds and covered 
with sumptuous jewels. Her third eye is also visible. She 
brandishes the weapons of her power. At her feet, two tigers 
protect her throne, and to her right and left two effigies identical 
to her and just as sumptuously adorned, both bearing arms, guard 
and watch her. 
Published, Francis Brunei, Splendour of Indian Miniatures, New 
York, n.d., PI. 120; B.N. Goswamy, Essence of Indian Art, Asian 
Art Museum of San Francisco, 1985 - 86, PI. 127. 
Plate. 34: Goddess with golden pot. 
Basohli, late \1^^ century. 
Ace. No. 1970/U 
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Medium: Gouache on paper. 
Description: Goddess, richly dressed and bejeweled, lotus 
crowned is depicted holding in her right hand a golden pot. Dark 
red background with a strip of blue sky and white clouds at top. 
The goddess here we see is dark skinned. She is dressed in a brief 
yellow choli and green and white lower skirt. She stands in 
profile and looks confident, eye resembling the petals of the 
autumn lotus. The goddess appears effulgent, in the midst of the 
golden orb that sheds fine stylized rays in all directions. 
Published: B.N. Goswamy, Essence of Indian Art, Asian Art 
Museum of San Francisco, 1985 - 86, PI. 219. 
Examples of the Devi series: 
B.N. Goswamy and Eberhardt Fischer, in Pahari Masters,Court 
Painters of Northern India, Delhi, 1997. Fig's 7, 8, 9, 10, 11, 12. 
F.S. Aijazuddin, Pahari paintings and Sikh portraits in The Lahore 
Museum, Karachi, 1977. PI. I, 1 (i), 1 (ii), 1 (iii), 1 (iv). 
Milo Clevelana Beach, Mughal and Rajput Painting, Cambridge, 
1992, PI. K. 
Francis Brunei, Splendour of Indian Miniatures, New York, n.d., 
PI. 120. 
W.G. Archer, Indian Paintings from the Punjab Hills, Vol. I, 
Delhi, 1973. Pls.l (i), 1 (ii), 2, 3. 
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Goddess has been given supreme position in the above-
discussed paintings; it is the goddess who dominates every thing. 
Brahma, Shiva, Vishnu seen here occupy subservient positions as 
devotees of the goddess. They all are paying obeisance to 
goddess. All the Basohli paintings here are extremely decorative 
and lyrical in the choice. The female figures here shown are tall 
and with most pleasing features. Trees and groves are treated in a 
more symbolic way. Bright colour scheme may also be seen in 
these paintings and gods and goddesses are depicted with bold 
expression. 
All the above-mentioned paintings are of Rasmanjari series. 
These are based on the Bhanudatta's fifteenth century Sanskrit 
work. Later Rasmanjari of the Devidasa extended to at least 130 
leaves. 
The collection of Rasamanjari paintings, which are 
preserved both in Dogra Art gallery Jammu as well as Sri Pratap 
Singh Museum, Srinagar, are widely discussed and illustrated by 
several art historians. ^^  
. For more details about Rasamanjari paintings of Basohli School from Sri Pratap Singh 
Museum, Srinagar see B.N. Goswamy, Essence of Indian Art, Asian Art Museum of San 
Francisco, 1985 - 86. (Pis. 90, 127, 129, 153, 219); For Rasamanjari literature see also Ananda 
K. Coomaraswamy, Catalogue of Indian Paintings in The Museum of Fine Arts, Boston, part V. 
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(e) Kangra School 
Please see Chapter II for Kangra paintings under description 
of the Pahari school. 
Plate 35: Krishna painting Radha's toes. 
Kangra, mid 19"' century. 
Ace. No.: 2283. 
Medium: Opaque water colour on paper. 
Size: 16x21 cms. 
Description: Krishna with bluish grey skin and yellow dhoti 
kneels on a white terrace is shown painting the toes of Radha's 
right foot with a brush. She wears an orange brown dress with 
gold veil, crimson trousers and sits on a golden seat, and rests 
against a white cushion. A maid in a mauve dress waves a yak's 
tail fly-whisk over her. A second maid in orange brown dress 
attends on Krishna. 
Boston, 1926; Karl J. Khandalavala and Moti Chandra, 'The Rasamanjari in Basohli Painting", 
Lalit Kala Academy, 3 - 4 , 1956 - 57, pp. 26 - 38; Karl Khandalvala, Pahari Miniature Painting. 
Bombay, 1958.; M.S. Randhawa and S.D. Bhambri, "Basohli Paintings of Bhanudatta's 
Rasamanjari", RoopLeekha, XXXVI, 1 - 2 , 1967; W.G. Archer, Indian Paintings From The 
Punjab Hills, Lx)ndon, 1973, No. 4 (i - xvi); B.N. Goswamy and Eberhardt Fischer, in Pahari 
Masters,Court Painters of Northern India, Delhi, 1997. Fig's 7-12; 
The painting depicts Krishna's romance with Radha; and the 
figures notably shallow and brittle testify a decline in art. 
Plate 36: Vtka nayika 
Kangra, mid 19"" century 
Ace. No: 2296 
Medium: Opaque water colour. 
Size: 16.3x 21 cms. 
Pink border with floral decoration on margin. 
Description: Nayika in white transparent dress and a large red 
dupatta, ostentatiously bejewelled waiting for her lover in the 
dark stormy night by the riverside. She is holding a chamor and a 
rosary in her hands. A charm is hanging from her neck, which 
shows her fear of evil spirits. Her head is tilted towards her right 
side giving her a graceful look. Background is largely dark blue. 
Plate 37: Krishna dressing the ornaments of Radha. 
Kangra, mid 19"^ century 
Ace. No: 2301 
Medium: Opaque water colour. 
Size: 17x 21.8 cms. 
Red border with a black margin 
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Description: Krishna in yellow dhoti and golden crowned sitting 
with Radha, who is in red dress and a green dupatta, on a bed of 
leaves. A peacock can be seen near them. A pond with white water 
lilies may be seen in the foreground. In the background are a 
couple of trees with white flowers. A small green hillock may also 
be seen in the background. The sky is cloudy and therefore 
painted light blue. Krishna is shown adorning Radha with 
jewellery, who is looking to the other side. The whole scene is 
drawn inside a vertical oval with floral decoration on the left out 
corners. There is a degree of roundness and sensuousness in the 
brush strokes. 
Plate 38: A lady in toilet 
Kangra, mid 19"^ century. 
Ace. No.: 2302 
Medium: Opaque water colour. 
Size: 14x 17.3 cms. 
Deep blue border 
Description: A lady seated on a four-legged golden chowki 
looking at herself in a mirror, held before her by a maid in blue 
dress. She is holding a long pipe of hubble-bubble in her left 
hand. On her back side another maid can be seen oiling her long 
black hair. The lady wears a short choli and half white skirt. One 
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more maid may be seen sitting on her left, in a greenish dress, 
attending to the hookah. Two more female attendants are 
screening the scene with a white cloth. A lady in white dress and 
yellow dupatta carries the toilet bottles in one hand and chamor 
in another. 
Plate 39: Nayika with her companion 
Kangra, mid IQ'*' century 
Ace. No: 2319 
Medium: Opaque water colour. 
Size: 15.1x21.6 cms. 
Golden border 
Description: Nayika and her companion are shown standing in the 
palace courtyard near a pond full of lotus flowers. Both are in full 
dress. The scene is largely dominated by the white palace and its 
minarets. A pair of peacock is shown perched on the roof of the 
palace giving the whole scene a romantic effect. Two more pairs 
of birds of different kinds are shown in the painting highlighting 
this effect even more. The weather is cloudy and depicts rainy 
season, which is associated with romance in the Indian tradition. 
In such scenes the theme usually is of a nayika expecting her 
lover to come and spend time with her. 
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Plate. 40: Waiting for her lover. 
Kangra, mid 19"' century. 
Ace. No.: 2346. 
Medium: Opaque water colour. 
Size: 15x18.5 cms. 
Description: The lady shown is expectant heroine, Utka nayika, 
who is now tired due to her lovers inability to keep his 
appointment with her at the promised hour. She waits at the 
trysting place, and to relieve her anxiety occupies herself in 
making garlands. One garland she has already completed and 
another is in her hands. Moonlit night is admirably shown in this 
painting. The half moon and stars are seen clear. Background also 
depicts three trees with dense foliage. 
Plate. 41: Toilet of Radha 
Kangra, mid 19"' century. 
Ace. No.: 2361. 
Medium: Opaque water colour. 
Size: 14.5x21 cms. 
Description: This painting shows the toilet of Radha. In the 
background is shown blossoming green tree, symbol of blooming 
youth of the lady. Two maidservants are holding a white sheet of 
cloth to screen her and another is sitting on her right foot. At the 
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back are two more ladies, one dressing her hair and another 
holding bottles of oil. The lady's face is charming. Her dark 
expressive eyes, penciled eyebrows, delicate nose, and a wealth of 
long glossy black hair are characteristic conventional features of 
women in Kangra style. Border is decorated with stylised floral 
designs-a representative of the diminishing trend of margin 
painting flourished earlier during 16"" -1?"^ centuries of Mughal 
school. The subject of this painting is similar to that of PI 38 
above with significant details, greatly enlarged faces, extremely 
long and narrow eyes, stylised profiles. 
Plate 42: Abhisarika Nayika, 
Kangra, 19"" century. 
Ace. No.: 2387 
Medium: Opaque water colour on paper. 
Size: 16x19 cms. 
Description: Even though eight types of nayikas remained a 
favourite of poets and painters in India^^ over a long period of 
time, none of them is treated with as much flair as Abhisarika. 
Here, she who hastens towards the lover, braving all hazards, also 
A. K. Coomoroswamy, op.cit. pp. 43-44. 
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whose heart is filled with passion, standing out against the 
opposing elements of nature. 
The flowers streaming down from branches in groups of two. 
Painter has rendered the scene with delicacy and with a fine 
understanding of the passions of the nayika's feelings, as she 
inclines her head slowly, turns backwards and casts a disdainful 
look at the ogre who stands near the tree trunk. Serpents twine 
about her ankles and some lie trampled under her foot. Nayika of 
this kind is described as Kama Abhisarika. 
Plate 43: The toilet 
Kangra, mid 19"^ century. 
Ace. No.: 2390. 
Medium: Opaque water colour. 
Size: 14.2xl9.4cms. 
Black border with floral decoration. 
Description: A fair skinned and nude princess is depicted sitting 
on a golden seat. Only a yellow cloth sweathes her loins. She is 
dressing her long black hair and gazing at a mirror, which is held 
before her by a maid in light pink dress. Another maid on right 
side, who is in red dress, waves a yak tail. On the left side of the 
painting another maid, wearing a blue skirt and little golden 
bodice holds a tray with toilet bottles. In the foreground water 
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fountains are seen. In background green tree bearing the fruits 
may be seen. 
Plate 44: Abhisarika nayika 
Kangra, mid 19"^ century. 
Ace. No.: 2431 
Medium: Opaque water colour. 
Size: 16.3x19.9 cms. 
Blue border with floral decoration. 
Description: A nayika in pink dress and red pyjamas goes to meet 
her lover in dark night. A serpent can be seen coiling around her 
right leg and another can be seen coming out of the trunk of the 
tree nearby. A demon can be seen coming out of the trunk of the 
tree. An owl can also be seen perched on a branch adding effect to 
the scene. She is not noticing the terrifying dark night. A white 
palace can be seen at a distance on the left side of the painting. 
Nayika is holding her dupatta with her right hand, which 
seemingly is slipping down from her head. Similar is the subject 
in PI. 42. 
PI. 45: Radha and Krishna 
Kangra, 18th century. 
Ace. No: 2452 
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Medium: Opaque water colour. 
Size : 16.4x22.5 cms. 
Descr ip t ion : Radha and Krishna depicted as seated on divan 
covered with gold brocaded cushions in a small summerhouse with 
golden co lonnades surrounded by a green park. Radha and Krishna 
abandon themselves in love. 
Note on Style and Technique 
The minia tures of Kangra school at Sri Pratap Singh 
Museum, Sr inagar are unsigned. The anonymous artists are 
insp i red by the legends of Bhagvata Parana, B iha r i ' s Sat Sai and 
Rasa Priya. The paint ings depict here nayikas with acumenship 
and cute touch. In them, even emotional render ings and sensual 
express ions are duly painted with deta i l s . 
Lord Krishna is painted here in yellow dhoti and peacock 
p lumed golden crown is on his head. The dupattas or odhnis of 
lad ies are decorated with si lver l ining at the borders . Ladies are 
also shown with r ichly decora ted ornaments like ear r ings , nose 
r ings , necklaces and r ichly adorned bangles . Rings on the fingers, 
tika on forehead and kara or bazubandh on arms are the other 
o rnamen t s shown in these pa in t ings . 
118 
Flowering herbs and shrubs with streaks of white flowers 
cascading downwards are painted as a style, which is the unique 
feature of this school. The miniatures of Kangra school, which are 
presented above, are generally of the same style. Except plates 35 
and 45, all other paintings show only female characters. Plates 35 
and 37 seem largely work of another artist and these differ from 
the other miniatures in context of their border decoration. 
All miniatures under study are unascribed and bear no names 
of artists. Since very few miniatures of this school which are 
preserved in different museums and private collections contain the 
names of artists, only on the grounds of style, it can be suggested 
that these may be grouped as the work of different artists. 
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(f) other Pahari Paintings 
Note 
The most striking feature of the one of the sub schools of 
Pahari school of painting is the depiction of the inimitable 
friendship between Krishna and Sudama. Most of the paintings of 
this school veers round this theme unlike other schools, where 
Radha Krishna story finds prominence. The story runs like the 
following: 
Sudama the pious Brahmin was the classmate and old friend 
of Krishna. He was very poor and one day his wife urged him to 
visit Krishna to Dwarika and ask his aid. Sudama is reluctant to 
do this, and to discourage his wife he told her that it is first 
necessary to give Krishna a gift before receiving one. His wife 
collected in a small bundle what little rice they have. This is what 
we see, knotted in a cloth dangles at his shoulder in the series of 
paintings discussed below. Krishna takes the gift, and despite 
Sudama's humble appearance Krishna invites him to feast and 
spend the night in palace. Krishna even washes his feet. But 
Sudama cannot make himself ask lord Krishna for aid, and 
Krishna respects him for this. While Sudama sleeps, Krishna 
sends a divine architect to throw up a palace for Sudama in the 
place of his old hut. Next day, Sudama returns to his home and is 
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amazed to find the palace and his wife, extravagantly dressed, 
living in it. He admits to her that he failed to ask Krishna for a 
favour and wondered how Krishna knew what he or rather, what 
his wife wanted. She assures him that the all-powerful god is all 
knowing, too and can read thought of mere men. 
Plate 46: The eight-armed goddess Durga 
Pahari, 19"^ century 
Ace. No. 2404 
Border bluish grey 
Description: The eight-armed goddess Durga is shown riding a 
lion. She is wearing a large crown and her long hair is spread over 
her shoulders. The third eye is also visible. She is holding a 
dagger, two tridents, a sword, a spike, a long whip, and a lotus 
flower. She wears a long red skirt and a short white choli with 
green border. She is wearing a large number of wristlets. There is 
a yellow patka coming down from her left shoulder. 
The lion is in a state of excitement and is shown lunging 
forward with its long tail raised upwards and cutting through 
upper right corner of the painting; while the goddess sits calmly 
on its back. In the background a red-carpeted floor can be seen in 
the lower half of the painting. The upper half is dominated by 
green colour except for a red sun, which forms the immediate 
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background to the goddess' head. There is an uneven narrow red 
strip at the top and a thicker orange strip at the bottom of the 
painting. In the middle a strip of white fence can also be seen in 
the background. 
PI 47: Sudama listening to his wife 
Ace. No: 2710/2-3 
Size: 30x23 cms. 
Pahari, late IS"* century 
Medium: Opaque water colour 
Deep blue floral border 
Description: Sudama in grey rags is shown in a sitting position, 
with his wife, who is wearing a dark brown skirt with green 
patches. As she urges him to seek Krishna's help, he holds his 
hands to his ears in horror. Behind them is a hovel with gray inner 
wall. Around them are littered the signifiers of their poverty: 
empty pitchers, a broken spinning wheel and basket, datura weeds 
springing from the green courtyard, and a thatched roof with 
gaping holes. Green trees are also seen. At the back are shown a 
red wall, white and yellow house tops and deep blue sky. 
122 
PI. 48: Departure of Sudama for Dwarika 
Ace. No: 2710/3-3 
Size: 30x23 cms. 
Late IS'*" century 
Medium: opaque water colour. 
Deep blue floral border 
Description: Sudama in grey rags sits with his wife, who ties up 
in his scarf their offering to Krishna. Grey hut with white outer 
wall and thatched roof are depicted. Plants with yellow flowers 
are painted. In the background are a wall, housetops and a band of 
deep blue sky. In the foreground, Sudama grasping the bundle and 
holding a thin stick departs for Krishna's city Dwarika. 
PI. 49: Journey of Sudama towards Dwarika, also some small offerings 
knotted in a cloth, dangles at his shoulders. 
Ace. No: 2710/4-3 
Size: 30x23 cms. 
Late IS'*' century 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: Sudama in grey rags lifts his hands as he reaches 
near the golden palace of Krishna in Dwarika. Green hills 
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undulate around him and above him swirls the sea, sheltering a 
fish, red crocodiles and green and pink monsters. Small trees with 
loosely hanging pink, yellow and white flowers are shown. A bare 
tree with leafless branches is also seen. 
PI. 50: Krishna receiving Sudama in Dwarika. 
Ace. No: 2710/5-3 
Size: 30x23 cms. 
Late IS'*" century 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: The scene depicts Krishna receiving Sudama and 
taking him in his arms in the courtyard of his palace. Krishna is 
crowned, wearing yellow dress and red pyjamas. Sudama is in 
grey rags and holding knotted offerings in his right hand. Ladies 
of the palace can be seen standing behind Krishna and two others 
on the right side, welcoming Sudama to the palace. The scene is 
largely dominated by Krishna's palace with its beautiful arches, 
carved pillars and rising minarets. The courtyard is painted pink 
and the walls of the palace are white and brick red. Krishna's 
canopied throne can also be seen in the painting. Background 
depicts some floral plants bearing flowers of different colours 
against the blue sky. 
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PI. 51: In Dwarika, Krishna is shown washing the feet of Sudama. 
Ace. No: 2710/6-3 
Size: 30x23 cms. 
Late 18"' century 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: Sudama in grey rags is sitting on a chowki. Opposite 
him Krishna in yellow dress and golden crowned is washing his 
feet. A number of female attendants of the palace can also be 
seen. To the right of Krishna is standing his consort with folded 
hands. Female musicians can be seen on the lower part of the 
painting inside the red tiled courtyard, celebrating the meeting of 
the two old friends. A lady is shown looking through the curtain 
on the right side of the painting. A fountain can be seen in front 
of her. Another lady is shown probably sprinkling rose petals in 
the green courtyard. Floral plants, trees and blue sky can be seen 
against the minarets on the upper right side of the painting. 
PI. 52: Krishna welcoming Sudama. 
Ace. No: 2710/7-3 
Size: 30x23 cms. 
Late 18"" century 
Medium: Opaque water colour. 
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Deep blue floral border 
Description: Sudama stripped of his rags, is lulled to sleep by 
Krishna who places a pink sheet over him. To the left Krishna 
reclines in an upper storey on a bed listening to three female 
musicians with drums and tambura below him. They sit on a dark 
green enclosure within a white courtyard, their dresses dark blue, 
yellow, green, orange-red and pink. Golden walls display clearly 
demarcated bricks. Fountain is also seen in the painting. 
PI. 53: Sudama leaves for his home without asking any help. 
Ace. No: 2710/8-3 
Size: 30x23 cms. 
Late 18' century 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: Sudama is shown leaving Krishna's palace and 
Krishna is seen bowing to departing Sudama. The ladies of the 
palace are watching the scene through the window and did not 
make any request to Krishna. The undulating light green hills can 
be seen outside the palace. The picture is in two parts: the left 
half shows the regal affluence of Krishna in his gilded palace, and 
the right half the simplicity of nature and stark poverty of Sudama 
clad in rags. Palace attendants and others are also seen saying 
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goodbye to Sudama. On the right side painter has shown Sudama's 
departure for his home. 
Painting of similar style in Chamba painting, M.S. 
Randhawa, PI. VI 
PI. 54: Sudama surprised at the transformation of his hut into a golden 
palace. 
Ace. No: 2710/9-3 
Size: 30x23 cms. 
Late 18'^ century 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: Sudama in grey rags returns to his hovel and is 
bewildered to find it replaced by a golden palace, the gift of 
Krishna. Sudama is received by his wife. A gatekeeper urges him 
to enter while the courtiers and others watch the spectacle. 
Sudama's wife in green and orange dress welcomes him at the 
entrance. Courtyard floor is dark green. Golden walls are with 
prominent bricks. On the top of the gate a gallery is depicted of 
musicians. An elephant and a pair of horses, one roan, the other 
pale yellow, awaits his orders. 
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Plate 55: Sudama after being received by his wife enters tlie palace. 
Ace. No: 2710/10-3 
Size: 30x23 cms. 
Late 18"" century 
Medium: Opaque water colour. 
Floral border with dark margin. 
Description: Sudama in grey rags along with his wife has entered 
the palace, the gift of Krishna. Gallery of four female musicians 
on his left are shown in red, yellow and dark green dresses. A 
maid in deep blue dress is fanning him with a yak's tail. A lady 
urges him to move towards the stool for washing his feet, as he is 
tired of the long journey. Two female attendants are waiting for 
the orders. Six more ladies are shown who are waiting for giving 
him welcome near his throne. 
Plate 56: Sudama enthroned 
Pahari, late 18'*' century 
Ace. No. 2710/11-3 
Size: 30x23 cms. 
Medium: Opaque water colour. 
Deep blue floral border. 
Description: Sudama now a raja with a handled dagger at his waist 
is accorded royal honours. A maid fanning him with a yak's tail 
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flywhisk as he sits opposite his wife on the top of a golden tower. 
Below them in a courtyard with a flat chocolate coloured floor, 
trellised red screens and pink rugs with red yellow strips are three 
maids and two female musicians. In the rear a courtyard with 
green floor, horses, elephants and a gallery of musicians are 
depicted. 
All these paintings are unpublished. W.G. Archer has 
reproduced related examples of Sudama series miniatures of 
Garhwal school in his monumental work "Indian Paintings from 
the Punjab Hills, 1973, Pis. 7 (i), 7 (ii), 7 (iii), 7 (iv), 7 (v), 8 
and 40 (i). 
PI. 57: Goddess Durga fighting with Mahasurmardhani 
Pahari, late 18"' century 
Ace. No. 2371 
Medium: Opaque water colour 
Description: Sixteen-armed Durga is shown riding a lion with 
different weapons in her hands e.g., swords, bow, axe, trident, 
conch, snake, shield, bell etc. and a quiver hanging near her right 
hip. The demon is charging with his horns. Demon has not yet 
been killed. Boulders are shown flying depicting strength of the 
demon. The place of fight is shown in an open green field. The 
hills are conspicuously missing in the picture. Background is open 
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green field and indigo blue cloudy sky is also seen. A single tree 
can also be seen on the left side of goddess. 
Aijazuddin has published similar series of paintings of Guler 
school (see F.S. Aijazuddin, Pahari Paintings and Sikh Portraits in 
the Lahore Museum, Karachi, 1977, Figures 41.6, 41.7, 41.8, 
41.9.) 
PI. 58: Four armed Ganesha 
Pahari, late IS'*" century 
Ace. No. 2710/3-1 
Medium: Opaque water colour 
Green border with floral decoration 
Description: Four-armed Ganesha is shown with a golden crown 
and a green sarpesh stuck in it, with his consort sitting on a lotus 
throne, which in turn is placed on a six-legged chauki. His consort 
sits on his lap. One female attendant on the right side is fanning 
them with a yak tail. She is dressed in pink and red. A male 
devotee is shown with an offering in his hand. The lower part of 
Ganesha's body is covered with a golden cloth and also a piece of 
cloth is hanging on his left shoulder. He is also adorned with a 
golden earring along with bracelets and necklaces. Serpent is 
coiled around his neck with its raised hood. He is sitting under a 
red chhatra with golden border. A halo is visible around his face. 
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Ganesha carries the usual things associated with him: axe, rod, 
akshamala and a platter full of sweets. The consort is wearing a 
green and golden dress and she looks considerably smaller than 
lord Ganesha. It seems that offerings have been given to Ganesha 
by a number of devotees, which are seen in front of him. The 
scene is of courtyard with white fencing and red floor. Beyond the 
courtyard, clear blue sky and green trees are visible. The painting 
is oval in shape with arched corners. 
PI. 59: The four-armed Ganesha. 
Pahari, late 18'^ century 
Ace. No. 2878 
Medium: Opaque water colour 
Red bordered. 
Description: Four-armed lord Ganesha is sitting cross-legged on a 
lotus throne against a large green cushion. A yellow cloth covers 
lower part of his body and upper part is naked with only a strip of 
cloth hanging on his left shoulder. Ganesha is yellow crowned, 
adorned with necklaces and bracelets. The objects associated with 
him are a broken trident, rod, and a rosary. He is shown eating 
sweets from a plate held in one of his right hands. Inner side of 
the trunk and lower side of the face is painted lighter than upper 
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side of the body, giving it a three dimensional effect. Background 
is light greenish with a strip of blue sky. 
The approximate similarities in the Pahari miniatures (Sudama 
series), which are presented above, are generally of the same 
style. It seems that the work is of one artist. Plates 46, 57, 58 and 
59 on the grounds of style may be grouped as the work of 
different artists. All miniatures reproduced here are unsigned and 
do not carry artists ' name. Border decoration is common. The 
artist has used floral decoration for border to make it more 
effective. 
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(g) Kashmir School 
Note 
A few technical points about identifying a painting belonging to 
the Kashmir tradition may be noted. 
If a painting shows a person wearing a pheran (pairahan) or 
dajehroo (ear chain), then there can be no doubt that the painting 
is Kashmiri. But often the clothes shown in the painting have 
nothing to do with Kahmir, in such cases we have to look for 
Kashmiri borders and colours. Painting with Hindu themes, are 
normally enclosed within a slim (1 cm. or so wide) black (or blue 
black) border, within which floral motifs have been drawn 
throughout. These designs are similar to the ones Kashmiri Pandit 
women make on festive occasions (mainly Shivaratri and 
wedding). 
The presence of lotuses in Kashmir paintings is too obvious 
to miss, and it is the familiarity and fondness with the flower that 
is so well reflected in the art of the valley. This is not to say that 
lotuses do not figure in the art of other parts of India. But 
Kashmiri painting is almost unthinkable without the colour of the 
lotus that so naturally belong to it. The Kashmiri lotus occur 
frequently in the hands of lord Vishnu, Shiva etc., or as the throne 
of the deity, or just as a flower. The tradition in Kashmiri 
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paintings is for the outer edges of each petal to be a deep pink 
and the inner blade to be white or pink (so pale that it is almost 
white). 
Again in some Kashmiri paintings, the treatment of multiple 
arms of a deity as fanning out from the elbows instead of from the 
shoulders, stand out very sharply, puts one immediately in mind 
of the gigantic stucco figures of the Bodhisattvas inside the 
Sumstek at Alchi (Ladakh). 
In battle scenes, in many Kashmiri paintings (e.g., Plate No. 
65), artists are influenced by Persian models from Shiraz and 
other centres. Behind the uppermost curve denoting a hill or 
similar topographical feature, there is a tendency to show half 
hidden by the hill. 
In paintings of the 1?"' century and afterwards, the manner 
of holding the objects in the hands, ayudhas and weapons of 
different kinds is very distinctive. The objects often rest lightly 
upon the thumbs and fore-finger of the extended hand. 
When one notices chariots in these paintings (e.g., Plate 73), 
wheels are always shown solid and the body of the chariot is 
lightly placed atop the wheels. The absence of spokes in chariot 
. for example see Pratapaditya Pal, A Buddhist Paradise; The Murals of Alchi - Western Himalayas. Ncu 
Delhi, 1982, No.'s: SI, S2, S3, S36, S65. 
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wheels may yet be another characteristic feature of the Kashmiri 
school. 
Women are routinely shown heavily bejeweled. A distinctive 
piece of jewellery that one often sees in Kashmiri paintings is 
jewellery strung heavily around the ears. A small nearly flat piece 
of cloth shaped like a skull cap, sitting close to the head is 
sported by the many women; this was clearly a common worn 
object in Kashmir. 
Pahari influence seems more clearly traceable in the second 
half of the 19"" century. Images of the Shesha Vishnu, Shiva 
Parvati and others of the kind that were so familiar to Pahari 
painters, make their appearance in large numbers in Kashmiri 
work at this time. 
Except plates 78, 85and 86 all the paintings here catalogued 
are unpublished. But related examples of few of them can be seen 
in Karuna Goswamy's pioneering work, Kashmiri Painting, 
Assimilation and Diffusion; Production and Patronage, New 
Delhi, 1998, Pis. 20, 24, 26, 34. 
It is notable, that, in Kashmir school, the face is generally 
shown in profile or a three-quarter-view. 
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Margin decoration, is also the rule, though in rather simple 
pattern. It generally comprises a narrow band containing stylized 
version of flowers and leaves. 
The miniatures of Kashmiri school are mostly unsigned. 
Only on the basis of the variations in colour schemes, handling of 
brush and the linear details, paintings may be attributed to certain 
sets of anonymous painters. 
In its simplest form, the border finds its expression in a 
narrow band executed in deep green colour, which surrounds the 
picture. 
Miniatures of the Kashmir school 
Plate. 60: Goddess seated on a throne 
Kashmiri, 19"* century. 
Ace.No: 2062/16 
Size: 24.5xl9cms 
Description: A four-armed goddess, seated cross-legged, on a 
throne with a cushion of lotus. The composition is symmetrical; 
and the pigments are laid flat devoid of light and shade. In its 
treatment of form and colours, it bears affinity with the pictures 
of Chhamba School. 
The worshippers, both man and women are clearly 
recognisable as natives of Kashmir. 
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Plate 61: Rajput chief paying obeisance to goddess. 
Kashmiri, 19"' century 
Ace. No. 2299 
Size: 18x12 cms. 
Red border with black margin 
Description: Four armed goddess in profile view is depicted 
sitting cross-legged on a lotus throne against a green bolster 
under a small white canopy {chhatra) in red dress. She is white 
crowned with sarpesh. Objects in her hands are a white flower, 
conch shell, club and a vessel. A bearded Rajput chief is sitting 
with folded hands wearing a simple white loose dress. He is also 
wearing a pink bejewelled turban. Goddess wears a single 
necklace, nose ring, earring and wristlets and anklet. Both are 
sitting on a white floral carpet with a red border. In the 
background clear blue sky is seen. 
Plate 62: Rama, Sita and Lakshman in exile 
Kashmir, 19"^ century 
Ace. No. 2367 
Description: Rama, Sita and Lakshman are shown in a forest on 
an elongated hexagonal rug (tree bark). Rama is giving 
instructions to Lakshman, who is sitting in front of him with 
folded hands. Sita is sitting on the left of Rama. All three are 
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crowned with beetle leaves. Lower part of the bodies of Rama, 
Sita and Lakshman are covered with beetle leaves. Sita wears 
green leafed blouse. Upper part of Rama and Lakshman are devoid 
of any garment. Lakshman carries quiver near his right hip. Sword 
is slung across his shoulder. Rama's weapons lay in front of him 
viz., bow, sword, quiver and shield. To emphasise the forest 
setting the painter has displayed a deer in the foreground. A big 
single tree on the right side of the painting can also be seen. In 
background and foreground hilltops are seen with small shrubs'. A 
narrow strip of blue sky can also be seen in background. Sita has 
a complete fox skin wrapped around her hip. All three are 
bejewelled with bracelets, necklaces and earrings. Sita smells a 
small white flower. The mark of tilak may is visible on the 
foreheads of Rama and Lakshman. 
Plate 63 Four armed goddess 
Kashmir, 19"^ century 
Ace. No. 2831/3 
Red border with black floral margin 
Description: The four-armed goddess is depicted seated cross-
legged on a lotus, which in turn is placed on a large hexagonal 
chowki. She is wearing a large crown and is leaning against a big 
red bolster. She also has a large silvery garland around her neck. 
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She is wearing a yellow full-sleeved dress with golden spots, 
looks like tiger skin, and her hair is flowing loosely down her 
back. She carries a vessel, a long stick, lotus and a lamp in her 
hands. There is a chhatra over her head and pennants, green and 
pink surrounding her. A male devotee is standing immediately on 
the left of the goddess, wearing the traditional Kashmiri pheran of 
grey colour. He is wearing a bejewelled turban. Two other 
devotees, one male and the other female can also be seen paying 
obeisance and holding offerings in their hands. The female 
devotee on the left is wearing the traditional Kashmiri pandit 
dress. The male devotee on the right is bearded and has a turban 
on his head. His dress too is distinctly Kashmiri. He holds a 
dimunitive Shivlinga in his right hand and an earthen lamp in his 
left hand. In front of the goddess's throne there is a small shrine 
like structure bearing Om, a number of trees and pennants of 
different colours. The shrine (possibly the temple of the goddess) 
shown above is placed inside an uneven courtyard painted as a 
white floral carpet. The area is surrounded with a wall like 
structure. Two more devotees, much smaller in size are shown 
paying obeisance to the shrine. Both of them are crowned. The 
devotee on the right is kneeling with folded hands. He wears a 
pink shirt and a green lower dress. The one in the left of the 
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shrine is in green long coat and holds a lamp in his hands. 
Background is red similar to the border, separated from it by a 
black floral margin. 
Plate 64: The four armed Goddess Saraswati 
Kashmiri, IQ"" century 
Ace. No. 2840/3 
Pink border with greenish floral margin. 
Description: Four-armed goddess Saraswati is shown sitting on a 
lotus throne against a pink bolster. The goddess is crowned and 
garlanded, and wears a number of armlets and necklaces etc. A 
hooded snake adorns her neck. She is wearing a red skirt and a 
silver coloured choli. The colour of her skin is similar to that of 
her skirt, which is differentiated by small golden specks depicting 
flowers. The objects in her hands are a golden lamp, an 
akshamala, a sacred text and a lotus flower. The figure of the 
goddess is placed inside a grey square at the centre of the 
painting, which in turn is placed inside a number of concentric 
squares of different colours. A number of smaller goddesses 
surround the main figure of goddess Saraswati as if paying 
obeisance to her. 
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Plate 65: Lord Rama on an elephant chariot 
Kashmiri, IQ"" century 
Ace. No. 2840/5 
Size: 12 x 7.5 cms. 
Black border with floral decoration 
Description: Lord Rama is depicted seated on a chariot driven by 
Lakshman, holding a whip in his right hand. Hanuman is leading 
the way to the battlefield with a red banner in his right hand. All 
three are having golden crown. Three soldiers with golden crown 
on upper left corner of the painting are also seen. Rama is 
wearing a golden yellow dress, holding a bow slung across his 
shoulder. Rama is sitting against a red cushion and so is 
Lakshman. Green background shows depiction of a hill. Both on 
upper left and right corners, strips of blue sky can be seen. The 
canopy of the chariot runs out of the black floral border. Two 
white elephants of same size, walking at an easy pace, pull the 
chariot. Both elephants are crowned. Lakshman wears dark pink 
dress. Hanuman is wearing only a loincloth. Application of colour 
is a bit careless. 
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Plate 66: The four armed Goddess. 
Kashmiri, 19'*' century 
Ace. No. 2841/2 
Size: 17x13 cms. 
Description: A four armed goddess, seated cross-legged on a 
lotus, which is placed in turn upon an octagonal large chowki, is 
depicted full faced. She is crowned, garlanded, a serpent adorning 
her neck, coloured in yellow. Objects in her hands are: a vessel, a 
large sword, a lotus and a cup. Beneath her throne two tigers look 
away in opposite directions, with open mouths, and tongues 
lolling. Six pennants coloured in red, light blue and yellow flutter 
around her. The goddesses throne is placed on an irregularly 
shaped carpet. On the lower side of the painting there are three 
male devotees on the left side carrying earthen lamps, and on the 
right there are two female devotees, who also carry earthen lamps. 
Four male devotees, two on each side in the middle of the 
painting are also seen. The goddess is seen sitting against a red 
and blue bolster. The immediate background to the goddess is 
green, which is perhaps a big tree in the background. The rest of 
the background is blue. There is a chhatra overhead the goddess 
with no structural support. The chhatra bisects across the blue 
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floral border. The dresses and ornaments worn by female devotees 
are typically Kashmiri. 
Plate 67: Saint of high order 
Kashmiri, IQ"* century 
Ace. No. 2860 
Size: 15x10 cms. 
Description: A white bearded saint is depicted riding a white 
horse with his pedestrian followers who are on foot. The saint 
carries a golden trident in his right hand and holds the rein with 
his left hand. He wears a crown of beetles, earring, armlets and a 
pendulum. A serpent adorns his neck. His upper part of the body 
is naked except a red patka, slung across his left shoulder, and the 
lower part of his body is covered with a yellow half dhoti. 
The followers of the saint are also naked wearing only short 
dhotis. Many of them are carrying musical instruments like pipe, 
saxophone etc. One of them is shown just behind the horse and 
carries a chhatra for the saint. Necks of all the followers are 
adorned with serpents. Third eye is also visible in some of the 
followers. Since the saint is in complete profile and the third eye 
cannot be seen. Four of the followers are shown on the top against 
the blue background of the sky. One red skinned follower holding 
a kind of saxophone is in the middle just behind the saint. One is 
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on the lower left side and is leading the procession. Another can 
be seen in the foreground. A tree can also be seen near the head of 
the horse. Background is largely green depicting a hillock. There 
is broad red strip on the lower side and a strip of blue and pink at 
the top and bottom respectively. The horse has a red cloth on its 
back on which is placed a scarlet saddle. 
Plate 68: Narayan and Lakshmi 
Kashmiri, IQ"" century 
Ace. No. 2872 
Size: 27 x 22.5 cms. 
Bluish grey border 
Description: Four-armed Narayana (Vishnu) with his consort 
Lakshmi sitting on lotus throne, which in turn is on hexagonal 
chowki. They are sitting against a large green bolster. Two gods 
may be seen, one on each side of Narayana. Vishnu is facing the 
god standing with folded hands on the left side of the painting. 
The god on the right side is waving a yak tail. Narayan is sitting 
on his knees wearing a yellow dhoti and a yellow patka around his 
neck. He is crowned and garlanded. He carries a mace, a lotus 
flower and a conch shell. Lakshmi is wearing an orange skirt, a 
green veil and alight green short blouse. The two gods are also 
four armed and wearing yellow dhotis and patkas. Narayan's 
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chowki is placed on a richly decorated red floral carpet. There are 
some utensils lying around Narayan's chowki. The scene is set on 
a balcony. The arches, pillars and grills are finely decorated. The 
background is largely sky blue in the upper half of the painting. 
Both the gods are garlanded, wearing crown and carrying a conch. 
The god on the right also carries a lotus flower in one of his 
hands. Narayana is painted in light blue than the other two gods. 
Plate 69: Five gods on Omkar 
Kashmiri, \9^^ century 
Ace. No. 2873 
Banner (painting backed by cloth) 
Description: Om with five figures of Shiva, Brahma, Vishnu and 
goddess Chandika. At the top inside a circle is shown a figure 
depicting half Shiva and half Chandika. The figure is four armed, 
the left two are of Shiva and the right two are of Chandika. 
Objects in the hands of Shiva are trident and a vessel. Chandika 
carries a sword and a vessel. The joint figure is seated on a lotus 
throne. The Shiva half of the lower body is covered by yellow 
tiger skin and that of Chandika has a red skirt. The upper body of 
the Shiva's side is naked while that of Chandika is covered with a 
red blouse. There is a snake around the neck of the joint figure. 
Half of the head Chandika is crowned (golden) while Shiva's 
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locks can be seen on the left side. Just below the circle is a 
crescent inside which Shiva can be seen reclining with his head 
slightly raised. He is carrying the objects usually associated with 
him like vessel, trident etc. His hair has been painted slightly 
reddish. In the middle of the vertical brown strip can be seen four 
headed Brahma, carrying the four sacred Vedas in his four hands. 
He is wearing floral red skirt and is richly adorned with a crown 
for each of his four heads. On the lower right side of the painting 
is Vishnu (blue skinned), seated cross-legged on a lotus throne 
against a red bolster. In his traditional four hands, he is carrying 
a lotus flower, a mace, a white conch shell and a discus. He is 
also wearing a golden crown with a sarpesh along with necklaces 
and armlets etc. On the lower left side of the painting inside the 
brown vertical column can be seen Shiva firmly standing and 
facing Vishnu. His skin has been painted red unlike the two upper 
figures of Shiva where his skin has been shown white. He is 
wearing tiger skin. He carries the objects usually associated with 
him. As usual the serpent can be seen adorning his neck. Just near 
his left eye a small crescent can be seen attached to his locks. 
Background is red and Om is painted in dark brown. The painting 
bears Sharda inscription on the upper right side, which is not 
legible. 
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Plate 70: Vishnu and Lakshmi on Shesha 
Kashmiri, 19"' century 
Ace. No. 2874/2 
Size: 12x7 cms. 
Black floral border with red outstrips on right and left 
Description: Vishnu and Lakshmi are shown aboard the huge 
serpent Shesha with its many hoods on placid waters. Vishnu's 
legs are fully stretched and his back slightly raised and supported 
by a bolster. Lakshmi holds the lords right foot in her hands. 
Vishnu holds a small lotus flower in one of his hands and another 
large lotus flower issues forth from his navel. This is the great 
world lotus on which is seated youthful lord Brahma-four armed 
and four headed, carrying the Vedas in his hand. On the right can 
be seen Shiva and Parvati. Shiva is also holding a lotus in one of 
his four hands. In front of lord Vishnu lie the objects usually 
associated with him, a conch, a discus and a club. Vishnu wears a 
yellow skirt and a yellow patka. Both Lakshmi and Parvati are in 
red saris. The background is largely green except immediately 
behind Brahma, which is red. The waters are painted in lighter 
green with several Kashmiri lotuses floating on it. The earth and 
the water have been divided by a thick strip of alternating red and 
pink vertical lines. 
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For similar example, see Karuna Goswamy, Kashmiri Painting, 
Assimilation and Diffusion; Production and Patronage, New 
Delhi, 1998, PI. 34 
Plate 71: Fish incarnation of Vishnu 
Kashmiri, 19"' century 
Ace. No: 2874/3 
Size: 12x7 cms. 
Description: The fish incarnation of Vishnu, Matsya, the first of 
the incarnations is rendered here in a spirited fashion. The 
struggle between the demon Shankasura and Vishnu is all but 
over. The deity emerges from the mouth of the enormous fish, 
whose body and tail curl up in a sweeping curve at the back and, 
placing his right foot on the waters, strikes a deadly blow to the 
demon with his mace. The demon shown half-human, having 
weapons, a shield and a mace, rendered useless in this contest that 
he had lost. Behind him, close to the frame of the painting, appear 
four tiny forms, personifying the four Vedas. 
The scene is set in the silvery waters of the ocean. Over the 
surface of water one can see typical Kashmiri lotuses. At the 
back, a high red hill rises under the expanse of a light blue sky. 
There is energy in the form of Vishnu, blue complexioned, yellow 
dhoti clad, four armed, holding the ayudhas. The demon is 
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rendered in white-red colour. The stylised versions of forms 
ensure the artist to fulfil the demand of decorative aspect of 
painting. 
Plate 72: Goddess Saraswati 
Kashmiri, 19'*' century 
Ace. No. 2894 
Size: 25.5x19 
Red border with black margin 
Description: Goddess Sarswati is displayed four armed, seated 
cross-legged on a lotus which in turn is placed upon a four legged 
throne, wearing yellow skirt and red choli. Objects in her hands 
are: a rosary (akshamala), a sacred text, a bowl and a peacock 
shaped vina. She is crowned with a sarpesh under a chhatra. She 
is richly ornamented with necklaces, a large number of wristlets 
and a pendulum. A white hansa stands to her right. The scene is 
of a courtyard with a red floor and a white fence. A number of 
utensils are strewn on the floor at the front. The background is 
greyish. 
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Plate 73: Rama, Sita and Lakshman on a Chariot 
Kashmiri, 19"' century 
Ace. No. 2945 
Size: 15x12 cms. 
Decorated border (floral decoration) 
Description: Rama, Sita and Lakshman are depicted on a chariot 
driven by a charioteer in a forest. All of them are wearing a leafy 
crown. Wheels of the chariot are of red colour. Rama is 
represented in blue colour and Lakshman in white colour. They 
are painted shorn of cloth except the loincloth to cover their 
bodies. Sita is dressed in white sari with floral designs. The trees 
on the top of the hill indicate that painter has local Kashmiri 
scenery in mind, which suggests that it is of Kashmiri origin. 
Chariot driven by a noble man with whip in his right hand. There 
is no intention on the painter's part to work out things logically in 
the placing of figures, the structure of objects or the scale on 
which the objects are painted. Inadequate attention is paid to 
structural scale. There is no structural connection between the 
body of the chariot and the wheels. It seems as if the chariot is 
floating in the air above the wheels. The hind legs of both the 
horses are firmly placed on the ground, while the raised forelegs 
hint at moving at a very fast speed. Background is dark brown, 
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with a strip of bluish grey sky. In the foreground of the painting 
green hillocks with the trees on their top are also seen. 
Plate 74: Goddess Gayatri riding on a swan 
Kashmiri, 19"' century 
Ace.No: 2974 
Size: 20x26.5cms 
Description: It represents a pentahedron goddess, seated cross-
legged on a swan. In the rendering of the five faces, the colour of 
the two is same (located on the extreme right and left) and the 
remaining three are executed in different colours. This unique 
feature bears its familiarity with the standardized mode of 
depicting multiple heads in the Kashmiri tradition. Here facial 
features, too, are typified and appear alike without a sign of an 
expression. 
Plate 75: Goddess Vitasta, Maheshvari, Sharika and Kali 
Kashmiri, 19"^ century 
Ace. No. 2975/2 
Banner (painting backed by cloth) 
Description: The painting is in the shape of a 'D ' with the curved 
side facing north. The painting is divided into three vertical 
sections. On the left side are the figures of goddess Vitasta and 
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goddess Maheshvari. The four-armed goddess Vitasta is painted 
on the extreme left, sitting cross-legged on a lotus throne, which 
in turn stands on a large fish in silvery patch of water. She is 
sitting against a scarlet bolster, carrying a rosary, a sacred book, 
and a lotus flower in her hands. On the right of the Vitasta sits 
Maheshvari, cross-legged against a bolster on a lotus throne, 
which in turn is on the octagonal chowki. Under the chowki can be 
seen two lions facing opposite sides and looking out of the 
picture. There is a grey uneven piece of carpet just below and in 
front of the chowki. Objects in her hands are a vessel, a sword, a 
lotus flower and a conch shell. On the extreme right is the figure 
of goddess Kali, sitting cross legged against a yellow bolster on a 
lotus throne. The colour of her skin is black and her third eye is 
also visible. She carries a sword, a lotus, a vessel and a conch 
shell in her hands. Second from the right is the figure of goddess 
Sharika, eighteen armed, sitting cross-legged on a lotus throne, 
which in turn is placed on the top of the hillock. All the four 
goddess are crowned and all of them except Vitasta have a snake 
around their necks. The usual jewellery consisting of necklaces, 
bracelets, earrings etc. adorn the figures of the four goddesses. 
On the central section is written the word Om in bold, which is 
same as in No. 2873 (Plate 69). The background is dark green on 
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the left and right sections of the painting. The central section has 
a red background against the yellow coloured term Om. Sharda 
inscriptions can also be seen, which are not clearly legible. 
Plate 76: Goddess Saraswati, Indrani, god Ganesha and others 
Kashmiri, 19"" century 
Ace. No. 2976 
Banner (painting backed by cloth) 
Description: Goddess Saraswati and goddess Indrani are shown in 
the centre of the painting facing each other. They are riding their 
vehicles, hamsa and elephant respectively. The two goddesses are 
painted inside a red parallelogram. Saraswati is as usual shown 
four armed sitting cross-legged on a lotus throne, which in turn is 
placed on her vehicle hamsa. She is wearing golden crown and the 
objects in her hands are sword, vessel etc. Goddess Indrani is 
sitting inside a golden palki on the back of a white elephant. The 
elephant is driven by her attendant. On the upper right side of the 
painting a four-armed goddess (unidentified) wearing red skirt 
and scarlet blouse is shown sitting cross-legged on a lotus throne 
against a bolster. The figure is painted inside an inverted green 
triangle. She is carrying a sword, a rosary, a vessel etc. in her 
hands. On her left, there is an inscription in Sharda script, which 
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is not legible. On the lower right side of the painting a 
hexahedron god is shown riding a blue swan. His heads are 
crowned and the objects in his hands are not clearly visible. The 
figure is painted inside a pink triangle. 
On the lower left side inside a green triangle is shown lord 
Ganesha, sitting cross-legged on a lotus throne against a bolster. 
His upper body is devoid of any cloth and is painted pink, except 
for his large head, which is painted red. On the lower part, he is 
wearing a red skirt. He is crowned and he holds a rosary, an axe, a 
platter of sweets and a rod in his hands. A snake adorns his neck. 
There is a Sharda inscription on his right. On the upper left side 
of the painting a carpenter can be seen sitting cross-legged with 
his tools giving shape to a block of wood. He is bearded, wearing 
a small turban and dressed in white. To his left another Sharda 
inscription, bigger and clearer than the other two, is painted in 
yellow. The carpenter 's figure is inside a maroon inverted 
triangle. The upper 1/4'^ of the painting depicts a cusped arch, 
with floral decoration. 
Plate 77: Churning of Ocean and Fish incarnation of Vishnu 
Kashmiri, 19'^ century 
Ace. No. 2982/9 
Banner (painting backed by cloth) 
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Description: The painting is in two parts, the upper part depicts 
the scene of the 'churning of the Ocean', which illustrates the 
second or the Kurma avatara of Vishnu and the lower part of the 
painting depicts Matsya, the fish incarnation of Vishnu. It shows 
the struggle between the demon Shankhasura and Vishnu. The 
battle is yet to take place. Vishnu emerges from the mouth of an 
enormous white fish. The demon is shown half human and half 
conch shell. Vishnu is shown with four hands, each carrying a 
mace, a conch shell a discus and the object of the fourth hand is 
probably a lotus. The demon is also carrying a mace and a black 
shield. Demon is shown ready to strike with his mace. His eyes 
are flashing red. Vishnu is wearing a yellow dhoti and the upper 
part of his body is naked and painted as usual blue. He is wearing 
an elaborate golden crown along with necklaces and armlets, 
wristlets, bracelets etc. Demon wears a red dhoti, which is 
delicately designed. The water is silvery. Background of this part 
of the painting is largely red, a notable feature of the Kashmiri 
art. There are two strips of green, one in the middle and another 
on the top of the lower part of the painting. 
The four-armed lord Vishnu is shown seated on the 
mushroom shaped vertical column in the centre of the painting. 
The mountain used as the churning rod is placed on the back of 
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the Kurma, which is a tortoise painted dark green with yellow 
spots and seven tails. There are five devils of different colours on 
the right side close to the mouth of the great Vasuki serpent; 
towards the left, on the tail side of the churning serpent-rope five 
deities can be seen: Shiva with his locks and tiger skin on the 
front, four headed Brahma on the extreme left with Ganesha on 
his left, the blue coloured Krishna in the centre. One could guess 
that the figure immediately behind Shiva could be that of Rama. 
There are two female devotees on either side of the lord Vishnu 
shown as if suspended in air with folded hands. Behind the right 
female devotee are two golden vessels and a bow just below them. 
On the top there is a figure of a white elephant on the right and a 
seven headed white horse on the left. The background of this part 
is largely green except in the upper 1/3"* portion where it is red. 
On the left side of Kurma is a male and a female figure and on the 
right is a tree and a cow. 
There is a remarkable likeness between this work and 
another in B.N. Goswami and Eberhardt Fischer "Pahari Masterss, 
Court Painters of Northern India, Delhi, 1997.... PI. 57). The 
painting belongs to a series of ten avatars of Vishnu. Another 
example of similar series may be seen in S.N. Gupta, Catalogue of 
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Paintings in the Central Museum Lahore, Calcutta, 1922, PI. E. l , 
p. 71 . 
Plate 78: Vishnu, Shiva and Krishna's Rasaleela 
Kashmiri, 19'*" century 
Ace.No: 2983/10 
Size: 51.5x34cm 
Banner (Painting backed by cloth) 
Description: It is a fragment of a painted torana, backed by cloth. 
The work is of 19'*' century. The painting essentially consists of 
three different units. Towards the left, in a column of twelve 
rectangular sections, Radha and Krishna appear in a variety of 
postures. Central part of the picture is occupied by a large 
monumental image of Vishnu. On the extreme right, there is 
shown a circular pattern, comprising the "Rasa-Lila" of Krishna 
with the gopis watched from the heavens by the divine beings, 
including Shiva. In each instance, the human figures are shown 
drawn on conventional lines and stereotype forms. 
Here, too, colours are laid flat; and there is an emphasis on 
presenting without loosing the symmetry. 
Published by Karuna Goswamy, Kashmiri Painting, Kashmiri 
Painting, Assimilation and Diffusion; Production and Patronage, 
New Delhi , 1998, PI. 2. 
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Plate 79: Lord Shiva with his vehicle 
Kashmiri, 19"' century 
Ace. No. 2984 
Banner (painting backed by cloth) 
Description: Four armed lord Shiva is shown sitting cross-legged 
on a lotus throne. On the left side can be seen his vehicle Nandi. 
Along the right side a female devotee is shown paying obeisance 
to him. A couple of plants can also be seen on the left side just 
above the figure of Nandi. Lord Shiva dominates the whole scene. 
He is holding a trident, a large lotus, a conch shell and a vessel in 
his hands. A golden sun radiating rays in all directions forms the 
background over his head. His hair is painted in a reddish brown 
hue and tied in a knot at the top with a crescent on it. River 
Ganga can be seen emerging from his matted locks and falling to 
his right is a clear white stream. The third eye on his forehead is 
clearly visible. He is wearing two large earrings, many necklaces, 
richly adorned armlets and wristlets. A hooded snake adorns his 
neck. He also wears a garland of skulls. The upper body is naked. 
The lower body is covered with yellow tiger skin skirt but feet are 
bare. The female devotee on the right is also heavily bejewelled. 
She wears a red skirt and a scarlet blouse. A yellow dupatta 
covers her head. Nandi's back is covered with a red cloth of fine 
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design. Its horns are painted red and its right eye is clearly 
defined. It is also wearing a golden necklace. 
The background is coloured maroon in the lower half of the 
painting and aqua green in the upper half. 
Plate 80: Goddess Vitasta 
Kashmiri, 19"' century 
Ace No: 2992 
Size: 9x6cms 
Description: The goddess Vitasta is shown, seated cross-legged on 
a huge fish is depicted in the forefront. The picture is unique in 
its colour effect, which adds serenity to the picture. Here the lines 
describing the details, too, appear subdued. 
Plate 81: Scene of Amarnath Yatra 
Kashmiri, 19'^ century 
Ace No: 5274 
Size: 30x28.5 
Description: Present miniature depicts the Amarnath cave, 
situated in district Anantnag. The artist has shown a large number 
of male and female devotees worshipping the 'Shivalinga.' 
The whole crowd of men and women is represented on a 
drastically reduced scale; and the 'Shivlinga' dominates the whole 
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composition. The treatment of human figures is stereotype; and 
also the hills appear stylised. 
Plate 82: The four armed goddess Durga 
Kashmiri, IQ'** century 
Ace. No. 5275/A 
Border blue floral 
Description: Four armed Durga is painted sitting cross-legged on 
a lotus throne against a large blue bolster. She is wearing a 
golden crown with a small white crescent at its top. There is a 
golden chhatra over her head. A bronze coloured sun discus forms 
the background to her head. Third eye of the goddess is also 
visible. She holds a cup, a large sword, a lotus flower and a 
vessel in her hands. She is wearing a number of wristlets on each 
arm. She is dressed in a red skirt and a transparent pink blouse. 
Behind the goddess a number of dense trees can be seen. Below 
the lotus throne a decorated red carpet is visible and below that a 
strip of white fence can also be seen. The upper part of the 
painting is bluish grey. The scene is ostensibly that of a courtyard 
as a strip of white fence can also be seen behind the bolster. 
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Plate 83: Vishnu on Garuda 
Kashmiri, 19"" century. 
Ace. No. 5299 
Red border with black floral margin 
Description: Four armed Vishnu is depicted on a garuda, which in 
turn stands on a yellow pedestal, which is placed on a large lotus. 
Vishnu wears a large ornate crown and is carrying the objects 
usually associated with him- club, lotus, conch shell and discus. A 
chhatra may be seen over Vishnu's head. There is no logical 
support to the golden chhatra. Vishnu is painted in customary 
blue and wears a short yellow dhoti. Two snakes curl around his 
body on both sides forming a sort of garland. Vishnu is riding his 
vehicle garuda, which has been painted green. The garuda is also 
crowned, wears other jewellery items and holds a golden vessel in 
his hands. Two goddesses can be seen painted on the wings of 
garuda each one holding a lotus. There is a devotee holding a 
lotus flower and dressed in typical Kashmiri cloth - a long loose 
white dress, shawl and a turban, on the lower side of the painting. 
On the left side opposite him stands Hanuman, crowned and lotus 
in his hand and his long tail pointing straight upwards. There is a 
Shivalinga, just in front of Hanuman, with a lotus flower on its 
top. The combined picture of lord Vishnu and his vehicle, garuda 
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is surrounded with lotus flowers. The background is orange. 
Uniqueness of this Kashmiri miniature painting is that we see the 
name of the painter written in Persian script as 'Shrinath Ji 
Sinha' , just above the head of the devotee on the right side. 
Plate 84: Shiva and Vishnu worshipping 'Shivalinga' 
Kashmiri, Late \9^^ century 
Ace. No: 5300 
Size: 20x14.5 
Description: The images of Shiva and Vishnu are painted seated 
on lotus throne, dominate the whole composition. The massive, 
large decorative form of the lotus is peculiar in composition. As 
usual a flat, subdued background highlights the figures, which are 
linear in details. The high horizon line, suggestive of aerial 
perspective bears its affinity with late 18"' century paintings of 
Hill schools. 
Plate 85: Krishna and his magic flute. 
Kashmiri, IS"' century, 
Size: 21x27 cms. 
Description: Krishna painted at the centre of a red circle with 
trees and surrounded by cows and gopis. Krishna enchants all 
creatures with the sound of his flute. This miniature reveals the 
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rainbow like luminous colours beloved of the painters of the 
Kashmiri school. 
Published: Published by Francis Brunei, Splendour of Indian 
Miniatures, New York, n.d., PI. 63. 
Plate. 86: Great sage Vyasa 
Kashmiri, IS'*" century. 
Size: 9.5x12.5 cms. 
Description: Sage seated on a tiger skin, appears to be giving his 
message. The border framing the miniature is brilliantly coloured 
with its floral decoration, the freshness of which is enchanting. 
Published: Published by Francis Brunei, Splendour of Indian 
Miniatures, New York, n.d., PI. 115. 
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Plate 57: Goddess Durga fighting with 
Mahasurmardhani, Pahari , 18"'century 
Plate 59: Four armed Ganesha, 
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